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Abstract 
Nowadays, transnational exhibitions play a significant role in the museum communication. 
By making transnational exhibitions, museums can communicate to each other, absorb others’ 
advantages and become more international. Furthermore, visitors can have a better 
opportunity to know other cultures. In this thesis, I try to introduce how to make co-operation 
in a transnational exhibition. My case study is the Terracotta Warriors exhibition of National 
Museum of Ethnology, Leiden. I introduce the process of this transnational exhibition in my 
thesis, and describe museums how to negotiate a transnational exhibition, how to choose 
objects, and how to arrange objects. Meanwhile, I also try to find the co-operation between 
presentation and culture, such as how museums use limited objects to exhibit other culture in 
transnational exhibitions. My main theory support is from James Clifford, “Museum as 
contact zones” (Clifford, 1997). 
Key words: transnational exhibition, museum co-operation, Terracotta Warriors, 
ethnographical museum 
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Chapter 1.Introduction  
About 150 years ago, modern museums became an important role in the life of western 
people. And 50 years later, modern museums came out in the east. Nowadays, with a 
worldwide communication network, the co-operation between museums has been increasing 
gradually. Besides global academic conferences in the museum field, the transnational 
exhibitions also play a significant role in museum communication. By making transnational 
exhibitions, the museums can communicate to each other, absorb others’ advantages and 
become more international. Furthermore, visitors can have a better opportunity to know other 
cultures. 
In the post colonial period, most of the third world countries have decided to repatriate their 
antiquities from looters, and pay more attention to preserve cultural heritage and prevent their 
antiquities from entering art markets. The museum code of ethics also regulates the activities 
of museums. Curators need avoid to buying illegal or unprovenanced antiquities and pay 
more prudent attention to the donations. There is no doubt that transnational loan exhibitions 
or travelling exhibitions can avoid these problems appropriately. In this thesis, I distinguish 
between the term “transnational exhibition” and “travelling exhibition” or “touring 
exhibition”, because I want to point out the features of cross-cultural and international 
collaboration of the exhibition which were researched, rather than co-operation between local 
museums.  
The Code of Ethics for museums which was made by the International Council of Museums 
(ICOM) (1996/2004), establishes the essential values and principles which are shared by the 
ICOM. The practice of museums is guided by this Code. “In some countries, certain 
minimum standards are defined by law or government regulation. In others, guidance on and 
assessment of minimum professional standards may be available in the form of Accreditation, 
Registration or similar evaluative schemes.” (Introduction of ICOM Code of Ethics From the 
website of ICOM, 5/05/2012: http://icom.museum/the-vision/code-of-
ethics/introduction/#sommairecontent) This code guides the behaviors of museums and 
curators on collecting, researching, exhibiting and servicing the public.  
 
The main terms of this code are:  
1. “Museums preserve, interpret and promote the natural and cultural inheritance of 
humanity” 
2. “Museums that maintain collections hold them in trust for the benefit of society and its 
development” 
3. “Museums hold primary evidence for establishing and furthering knowledge” 
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4. “Museums provide opportunities for the appreciation, understanding and promotion of 
the natural and cultural heritage 
5. “Museums hold resources that provide opportunities for other public services and 
benefits” 
6.” Museums work in close collaboration with the communities from which their 
collections originate as well as those they serve” 
7. “Museums operate in a legal manner” 
8. “Museums operate in a professional manner” (The ICOM Code of Ethics for Museums, 
5/05/2012, http://icom.museum/the-vision/code-of-ethics/) 
 
According to this code, it is manifest that museums should collect collections honestly and 
these collections should benefit to the society. All the behaviors of museums should operate 
in a legal manner. The other consideration is that museums have a responsibility to service 
the public and share information. The code also encourages museums to collaborate with 
others.  
 
In this situation, transnational exhibitions are a good way to provide more showing 
opportunities and co-operation opportunities to museums. By making transnational 
exhibitions from other areas, countries and cultures, museums can present more kinds of 
antiquities than which they can buy or they have owned, thereby attracting more permanent 
visitors. In addition, transnational exhibitions can promote the communication between 
museums, cultures and even countries. For visitors, transnational exhibitions also provide 
opportunities for local visitors to see famous antiquities, and to be exposed to other cultures. 
As this kind of exhibitions are transnational, the process of preparation and exhibition must be 
different to that of normal exhibitions; there are a lot of problems which are beyond just 
cultural or artistic differences, but also practical problems need to be negotiated in this 
process, such as payment, insurance and transportation.  So, transnational exhibitions are 
more complicated than normal travelling exhibitions. In some cases, this co-operation is 
established in different languages, and policies, and also involves the topic of cultural 
diversity, cultural identity and cultural heritage preservation. 
Moreover, with the development of international tourism and mass media, people have more 
opportunity to contact other culture than ever before. Before globalization, visitors could only 
gain information by the curators’ design. Nowadays, most people have their own thoughts to 
the culture in the exhibition which they visit. So how to design and display the exhibition is 
also a challenge for the curators or exhibition makers who prepare transnational exhibitions. 
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Transnational exhibitions present issues in communication, museum ethics, legitimate 
discourses, cultural identity and diversity, and social reaction (Lai, 1996: 267). My case study 
is about a transnational exhibition at the National Museum of Ethnology (NME), Leiden. In 
this case, MV collaborated with the Shaanxi Cultural Heritage Promotion Centre, China, to 
make the Terracotta Warriors exhibition. National Museum of Ethnology is a national 
ethnological museum of the Netherlands, which has a history of 175 years. Because of the 
2007-2012 financial crises, this museum also suffers. So at this time, National Museum of 
Ethnology needs to find an efficient way to attract more visitors and save itself. If it does not 
overcome this difficult time, the museum may be closed or combined with other museums. 
There is no doubt that National Museum of Ethnology expects this transnational exhibition 
and other special exhibitions can attract more visitors. On the other hand, the Chinese 
government leads initiatives to preserve and promote cultural heritage and spread Chinese 
culture to the world. Under this atmosphere, there are an increasing number of new museums 
built and old museums are being rebuilt. The Chinese government also encourages museums 
to spread Chinese culture through the exchange of antiquities. Almost every Chinese province 
has a department named “Cultural Heritage Promotion Centre”, one of the main functions of 
which is to prepare travelling exhibitions with other countries or areas. As a result, the 
Shaanxi Cultural Heritage Promotion Centre has a lot of experience in transnational 
exhibitions and collaborating with other institutions. 
In this thesis, co-operation on an exhibition is required in two contexts, during the period of 
preparation, and in the presentation. The preparation of the exhibition involves co-operation 
between the museum staff in the exhibition museum and in the lending museum. In the case 
of a large exhibition, it may even involve collaboration between governments and cultures. 
How the requirements are negotiated and how the institutions collaborate and overcome 
cultural and administrative differences will be explained. The presentation is a kind of co-
operation between exhibition makers, curators, objects, and even visitors.  This may be 
achieved through videos, pictures, and utilizing the 3D space of the museum. Since the case 
study concerns a transnational exhibition, the methods of selection and presentation of 
artefacts in order to represent the culture will also be discussed. In this thesis, these challenges 
will be explained. The roles of the museums and the museum staff in a transnational 
exhibition will be examined. How the communication between the involved institutions is 
reflected in the exhibition will be studied. Museum staff (from both institutions), other staff 
and visitors, all have an influence upon the resulting exhibition. The role of visitors in the 
exhibition is also considered. The research museum is an ethnographical museum, so the 
current state and future of ethnographical museums is also explored. 
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In order to find the answer to these research questions, I use some theories from anthropology 
as well as museology. James Clifford proposes the idea of “museums as contact zones” 
(Clifford, 1997), and this theory is adopted in the thesis. In transnational exhibitions, 
museums provide a zone for sharing another culture. Furthermore, museums, by presenting 
material culture, are also considered contact zones of history and geography. From “contact 
zones”, I am reminded of the “cultural boundaries” theory of Fredrik Barth (Barth, 1998). By 
considering museums as contact zones, there must also be “boundaries” of these zones. From 
these boundaries, People identify “ego” and “other” clearly. These theories and the related 
literature will be explained in detail in the following chapter. The practical component of this 
thesis involved field work at the National Museum of Ethnology. As an intern, it involved 
taking part in a transnational exhibition of this museum. Several months of participant 
observation, resulted in first hand information of this transnational exhibition. 
This thesis contains five chapters which explore the research questions outlined above. This 
chapter serves as an introduction to the basis of the thesis, while in the second chapter the 
methodology of the research is explained. Chapter three introduces the National Museum of 
Ethnology and its permanent Chinese gallery. And the transnational exhibition, the Terracotta 
Warriors exhibition also is involved in this Chapter. The fourth chapter is about the co-
operation in this exhibition. This chapter is divided into two parts. Firstly, the negotiation for 
this exhibition between the Dutch museum and the Chinese institutes, curators and designers 
is described. Secondly, attention is given to the co-operation required in presenting and 
exhibiting these objects to achieve a presentation of Chinese culture. Chapter five is about 
reflexivity, which is a typical method in Anthropology. By reviewing this co-operation, we 
can observe how to deal with the gap between globalism and localism in museums, the 
different roles’ influence on this kind of exhibition, and the responsibility and development of 
an ethnographical museum.  
During the research, it was found that there exists little previous research about co-operation 
in transnational exhibitions. Most of the relevant research is in the collection area or 
permanent exhibitions, such as Chinese objects in other countries. Rare researchers pay 
attention to the negotiation and presentation of transnational exhibitions. It appears as though 
transnational exhibitions will become a trend in the future. In general, the aim of the research 
is to promote transnational exhibitions or international exchange activities between museums.   
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Chapter 2. Methodology  
A. Literature review 
The literature review of this thesis is mainly from the fields of Cultural Anthropology and 
Museology. In the area of Museology, much has been written about the museum’s functions 
and its cultural values presented by museums. In the definition of museum by ICOM (The 
International Council of Museum), the museum is “a non-profit making, permanent institution, 
in the service of society and its development, and open to the public, which acquires, 
conserves, researchers, communicates and exhibits, for the purpose of study, education and 
enjoyment, material evidence of man and his environment” (ICOM,1996). Based on this 
definition, the main functions of a museum are exhibition, communication, research and 
education. Absolutely, in a transnational exhibition, except the function of research, the other 
three functions can be presented well. International Committee of Exhibition Exchange (ICEE) 
is a forum established by ICOM for discussing the experience and knowledge about 
exhibitions. One of its themes is to collect the information about travelling exhibitions. 
The book An Introduction to Museum Archaeology (Swain, 2007) gives us an introduction 
about museums. Its definitions and examples about museum display, museum visitors and 
museum methods assist me in my thesis. In its part 3, Swain indicates how the collections in 
his case study are communicated through museum exhibitions and programmes, which is 
called as “interpretation” by him. In this chapter, Swain analyzes the types of visitors, 
including their education levels, ages and genders. According to his analysis, Swain uses a 
pyramid to describe the potential audiences for museums (Swain, 2007: 198). In this pyramid 
figure, the top part is the academic researchers and the below is the non-museum visitors. He 
argues that museums will need to do nothing for attracting researchers, because these visitors 
are fully motivated and they know how to use the collections to obtain the information which 
they need. However, this group is small. (Swain, 2007: 198) During my own research, I also 
find that researchers visit an exhibition more critical than normal visitors, and they try to find 
problems but not to find interesting things or gain knowledge. The non-museum visitors are a 
large group of people. And museums need to know their reaction and attract this group of 
people to entre museums. This analysis has assisted me in designing my interview questions. 
By balancing the proportion of each group, I changed my questions for visitors who do not 
have the museum academic background (Museology, Anthropology or Archaeology). I also 
write about some similar things in my thesis, which are about how objects are presented in 
different exhibitions, and what visitors’ reaction and role are in an exhibition. As school 
children and members of local societies are main visitors of museums, and considering the 
members of local societies in Leiden are more university students than other areas, I added 
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questions which were related to more modern things such as internet. And considering the 
visitors who took part in the activities of this exhibition were more school students, especially 
children, I used more observation to instead of some interviews in my field work period.  
As my research exhibition is an international travelling exhibition, I also read articles about 
travelling exhibition. Some researchers focus on the “risk” of antiquities in travelling 
exhibition. In the article of The Risk of Historical Artefacts in Travel (Lai, 2006: 266-283), 
the author, Chia-Ling Lai uses the example of the travelling exhibition from National Palace 
Museum (NPM) (Taipei) to Metropolitan Museum of Art (MET) (New York) to elucidate the 
issue of the risk in transnational exhibition. In this exhibition, MET borrowed a number of 
fragile objects which were in the restricted list of NPM (Lai, 2006: 269). The objects in this 
list are the most significant antiquities in Taiwan. So there was a protest against this 
exhibition at that time. The media and the public were afraid that these antiquities would be 
destroyed during this long distance travelling. In this case, the author examines how these 
museums negotiated for this exhibition. Although most of problems can be solved by 
insurance and laws, the root reason is mistrust. Making co-operation in a transnational 
exhibition, it is not only making a contract for sending objects, but also establishing a trust 
between museums as well as between museum and layman. The lending museums desire to 
present their culture to the world, but at the same time, they are under the risk and are also 
suspected by the media and the public. It is interesting that the author collected the 
information of this exhibition from NPM, which was the museum provided objects; and in my 
research, I did internship at the museum which exhibits the objects. This article provides me 
information from the other part of the transnational co-operation. It assists me to understand 
the position of lending museums and their problems. In addition, this article is based on the 
practice of transnational travelling exhibition rather than only explaining the Codes of Ethics 
for transnational museums’ loans by ICOM. 
In the article “museum as contact zones” (Clifford, 1997: 188-219), James Clifford uses this 
theory on the exhibitions of history and the exhibitions of indigenous groups. This term is 
from Mary Louise Pratt. Clifford emphasizes the museums as spaces which are connected to 
culture, and also, he indicates the interaction of researchers and visitors in these spaces. The 
museum is a contact zone which establishes a relationship of people, objects, messages, 
commodities and money (Clifford, 1997: 194-195). I agree his explanations from my 
experience in the transnational exhibition between National Museum of Ethnology and 
Chinese museums and institutions. Actually, I determined my two research points (co-
operation with people and co-operation with material culture) from this idea. In Clifford’s 
case, he writes a kind of reciprocities between Portland Museum of Art and an indigenous 
 10 
 
group. The indigenous elders spoke stories and sang songs to museum staff rather than just 
telling them the functions of objects. The meaning of stories and songs were beyond material 
objects, which presented the core spirit and history of their group. I also notice a point in this 
“contact zone”, that is the trust from this indigenous group. Without trust, the indigenous 
people would not like to tell their stories and present their culture at the museum. Absolutely, 
there are contestations in this zone, so the negotiation is also necessary.     
Carol Duncan analyzes the art museum as a “ritual site” or “ritual artefacts” (Duncan, 1995). 
By this idea, she means that an art museum is more than its collections. This “ritual site” is 
explained by Mary Bouquet: “It is a carefully constructed combination of architecture (and 
landscaping) and a collection of art objects. She argues that the combination of place, non-
neutral space and objects has to be seen in its totality as a script score or dramatic field. And 
also, the ways in which museums engage their visitors in the performance of ritual scenarios 
and, through them, communicate and affirm ideas, values and social identities.”(Bouquet, 
2004: 195). Making an exhibition is also a process of constructing a “ritual site”. In terms of 
transnational loan exhibition, it is similar to preach in a non-western cultural place, such as 
the missionaries had to change some dogmas to adapt to the custom of Chinese ancestor 
worship in the 17
th
 and 18
th
 centuries. A series of antiquities are borrowed to another place, 
arranged by another curator and shown for another group people, so the way of presenting has 
changed. From my perspective, the preparation and arrangement of an exhibition are also 
similar to the preparation and arrangement processes of a ritual. The whole negotiation for the 
exhibition looks like asking for something sacred. And the members of museum staff carried 
these Terracotta Warriors such as carrying the Buddha. All of them touched these antiquities 
carefully. After they arranged these antiquities in right place, they held a ceremony to 
celebrate this “ritual” and waited for visitors. In this “ritual”, everyone, including me, has 
his/her role. In terms of presentation, objects, museum staff and visitors all take part in 
enacting the ritual. Museum staff uses objects, lightings and other architectural details to 
construct a presentation. When visitors visit this exhibition, they will take part in this 
presentation at same time (Duncan, 1995: 12). 
In the book of Sharon Macdonald, theorizing museums (1996), the author argues that museum 
negotiates a connection between cultural construction and consumption, and between expert 
and lay knowledge. “Any museum has its own position, in its position, it shows space and 
time, difference and identities” (Macdonald, 1996: 1) In terms of my research, I define it as 
“co-operation”, which is between museums’ positions and the objects’ identities. Using the 
method in the book of Macdonald, I write the presentation period part of my thesis. By 
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compared the different perspectives from different positions, I try to describe different 
perspectives and visitors lead to different presenting in same theme.  
In terms of presenting, the book “Exhibiting Culture” (Karp and Lavine, 1991) introduces 
many examples and methods. This book is edited by Ivan Karp and Steven D. Lavine, who 
edited other authors’ articles about museums. In the first part, authors introduce the culture 
and representation at museums. Ivan Karp also focuses on cross-cultural exhibitions in his 
own article. He says that presenting cross-cultural exhibition is a challenge for making and 
contrasting between what we have already known and we need to know (Karp and Lavine,   
1991: 22). In this part, the terms “resonance” and “wonder” are introduced by Greenblatt in 
his chapter. In this chapter, Greenblatt uses “resonance” and “wonder” to summarize the 
feature of two models of exhibition. A resonant exhibition often evokes visitors’ sense of 
culture and history. It not only shows the isolated objects, but shows a sense of cultural and 
historically construction of objects (Greenblatt, 1991: 45). In terms of wonder, this model of 
exhibitions pulls the objects to stop the visitors in their own tracks. This kind of exhibitions 
translates an arresting sense of uniqueness and evokes an exalted attention of visitors 
(Greenblatt, 1991: 42). Actually, most exhibitions have elements of both two models. The 
goal of these exhibitions is to “press beyond the limited of the models and cross the 
boundaries so that creating strong hybrids” (Greenblatt, 1991: 42)  And the presenting of 
other culture is a way which can combine to both of two models. It shows contexts of objects 
as well as their own aesthetics. The theme of the part 2 is about museum practice. In this part, 
the other editor, Steven .D. Lavine writes that voice is a crucial issue in the design of 
exhibitions (Lavine, 1991: 151). In the process of making an exhibition, curators or exhibition 
makers will consider to whose voice? Whether they will consider or respect the voice of 
visitors or the people who are in the culture which they will exhibit? In the presenting way of 
anthropology, museums tell story to visitors but not only showing. So how to tell and use 
which voice to tell is a significant issue in making an exhibition (Lavine, 1991: 151-158). 
And in the part 5, the book discusses how to present other cultures from museum perspective. 
It is a problem to ethnographic museums that these museums present “other” in the earlier and 
their presenting does not develop with the development of cultures or customs. From the 
western museums’ perspective, the orient culture is showed in their traditional forms. That is 
another important argument of mine, and I will explain my point in my chapter 5. In 
Gimblett’s article (Chapter 20 “Objects of Ethnography”), the author refers the terms of 
presenting in situ and in context. And also, there is a question about presenting other culture 
as ethnography or as art. If the objects are shown as ethnographic way, they will highlight the 
feature of “exoticizing”. While they are shown as art, they will be interpreted in the way of 
universal aesthetics (Gimblett, 1991: 386-433). And in the Chapter 20, Kenneth Hudson 
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writes this chapter in the title of “How Misleading Does an Ethnographical Museum Have to 
Be”. Hudson tries to discover a way of the development of ethnographical museum in his 
research. Hudson also argues that ethnographical museums over-concentrate on traditional 
cultures but not presenting what is going on today. 
Miriam Clavir’s book, Preserving what is valued (Clavir, 2002) is mainly about preserving 
the culture of first nations. While I think it has some points which are similar to mine. The 
history of museums shows the museum values such as “what to collect, how to collect, what 
to do with what has been collected, and for whom and for what purposes the collections are 
kept”(Clavir, 2002: 27). Clavir argues that “the museum, as an institution, becomes a signifier 
as well as a creator of cultural meanings.” (Clavir , 2002: 27). In her argument preservation is 
a primary mandate of most museum policies, and at the same time, “the cultural value of 
collections can be the product of a circular and self-fulfilling path in museums” (Clavir, 2002: 
27). So museums have the power to choose which objects have cultural value by showing 
them in their exhibitions. Different museums, curators and exhibition makers have different 
way in making exhibitions. So how to choose objects to display and how to present are two 
main research questions of my thesis. The author also figures the difference between the 
presenting and preservation perspective of traditional museum and first nations. The first 
nations care about their traditional cultural practice, positive identity and self -determination 
rather than focusing on certain objects. Although my research is irrelevant to first nations, I 
think this thought is similar to Chinese visitors who I interviewed in my case study. When 
their objects were presented by European museums, they desired their culture can be 
explained well, rather than the objects would be presented in which way.  
As transnational exhibitions are exhibitions which at least cross two kinds of culture, the 
theories about cultural identity and cultural diversity are used in my thesis. Cultural identity is 
a person or a group or culture which thinks about self or the relationship between self and 
others. In the book Ethnic Groups and Boundaries: the social organization of culture 
difference (Barth, 1998), Fredrik Barth describes that people use the features of their culture 
to identify themselves and distinguish others. Unlike the others literature, this theory is a 
traditional Anthropological theory. If the museum is a contact zone, the visitors contact this 
zone when they are touring. When people are showing their culture or seeing others’ culture 
in exhibitions, they can find out their cultural identity in the differences between their culture 
and others. That theory can be used in the co-operation of presenting culture, as well as in the 
co-operation between the exhibiting museum(s) and lending museum(s). I argue that this zone 
is a boundaries zone. Actually, no one museum can copy real culture or real situations. The 
exhibition brings objects to this exhibition zone, performs customs or rituals, but it could not 
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copy a real environment. When visitors visited the Terracotta Warriors exhibition at National 
Museum of Ethnology, they would see these Chinese antiquities which were interpreted in 
Dutch and performed Chinese activities under the guidance of Chinese or Dutch. This contact 
zone is not a real place for this culture, in fact, that is mixed. But only in the “mixed” 
boundaries, the identity can reinforce. In this situation, the Dutch visitors distinguish what are 
the differences and what are the same. The Chinese visitors estimate that what real Chinese 
culture is and what integrates the western’s imagination of China.  
Cases review 
As my thesis is about a transnational exhibition, my literature also contains the news and 
articles concerning the other transnational exhibitions between the Netherlands and China or 
Terracotta Warriors exhibitions between China and other western countries. The articles of 
the Terracotta Army exhibition in the British Museum (2007) show me new recourses about 
co-operation in a large scale’s exhibition. And by reading the case of Terracotta Warriors 
exhibition of Drents museum (2008), I can find the attitudes of the Dutch mass media and 
visitors for this kind of transnational exhibitions, as well as the influence of this exhibition. 
On the other hand, I can gain more information about co-operation between same two 
countries or the co-operation in same themes’ exhibitions. This literature supplies my own 
field work case study. Meanwhile, it provides comparative cases to me. I also use the 
information from museums or other insitutions’ websites.  
B. Participant observation  
Participant observation is one of the most basic methods in Cultural Anthropology. And it is a 
method which distinguishes between Anthropology and other subjects.  
During the period from January to April (2012), I did my field work as an intern of the 
National Museum of Ethnology. My work was to assist the Chinese exhibition department to 
prepare this transnational exhibition. In this three months’ work, I organized images and 
information of Terracotta figures and Qin dynasty, and saw the moment of arrangement of the 
Terracotta Warriors. While the participant observation is a gradual process, I needed time to 
build relationship and entre my field work role. In the first month of my internship, I only 
came to the museum one or two days a week and all of my work was to organize books of 
Qin dynasty. Although curator invited me to join in their routine meetings about this 
transnational exhibition, all of the staff spoke in Dutch at these meetings. I found it is hard to 
be a part of this team. But since I have been gradually familiar with the museum staff and 
museum work, I could do more than before and also, I gradually built good relationships with 
these museum staff as well as the curators in Shaanxi province, China. I think the change 
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came in March. On this month, the preparation for Terracotta Exhibition came into the 
countdown, while there was also a lot of work was delayed: In the original plan, the booklet 
would be printed before March 20, however, at that time, the Chinese edition had not been 
completed yet. And the Visa of Terracotta figures and these Chinese curators who would 
come with these antiquities also faced some problems in China, and they wanted to delay 
their arrival time. By dealing with or negotiating for these problems, I had more time to 
contact and communicate with the staff of National Museum of Ethnology. I realized when I 
faced same difficulty and tried to overcome the difficulty with my informant or the people in 
my field work, we were real in a team. In other words, I did not feel that I did real participant 
observation until I solved problems with them. After we dealt with the last problem about 
preparation of this exhibition, I also joined the museum’s 175 years celebrity party. And I 
prolonged my internship, although what I did it was irrelevant to this Terracotta exhibition. I 
can feel my role at this museum has changed step by step, and I gradually incorporated their 
environment. 
When the Terracotta Warriors exhibition opened, I also observed visitors. By observing their 
behaviors in touring, I can estimate which part(s) of this exhibition attracted them, and how 
long they spent in this touring. In my opinion, sometimes observation can offer more details 
than interview. 
Honestly, my personal emotion has changed in these three months’ internship. It is similar to 
the normal process of the field work in traditional Cultural Anthropology, but it is also 
different to the traditional field work. In the first month of my internship, I only worked in the 
museum one day a week (from 1.00 pm), as the computers of National Museum of Ethnology  
do not have Chinese input system, I used my own computer in the curator’s office. Even in 
several weeks’ internship days, I worked at the library of Sinology department. I had less time 
to contact to other interns or other departments of this museum. Sometimes, I did not think I 
was an intern or staff of this museum. By some unknown problems, I did not receive my 
museum passport card, so I could not open the museum gate by myself. At that time, I 
confused my field work. While with the exhibition was coming, my workload was increased. 
When the communication came across some problems, I was permitted to write email to 
Shaanxi. These works promote me close to this exhibition. And also, as I spent more time in 
working at the museum, I had more opportunities to contact to other interns or other museum 
staff. I had lunches with my colleagues and talked about our own work, study, and even 
private life in the lunch time. In my view, when people get together and talk gossip or talk 
something in very personal view, they are in a “team”. At that time, I found I gradually 
became a role of this museum. Of course, the conversation between most museum staff and 
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me was only saying “hello” and “goodbye”.  In the preparation meeting for the opening 
ceremony, although the museum staff still spoke in Dutch, they asked me some questions 
about Chinese customs.  
 But when I could find my place at this museum, I found I was in a dilemma, which was 
caused by my own experience and cultural background. I come from China, and this 
exhibition was a co-operation between Dutch and China. So at the beginning, I was exciting 
to take part in an exhibition about China. As a normal Chinese, I was proud that my own 
culture could be exhibited in other countries. Inevitably, there were problems or 
misunderstanding things or even mistakes in this co-operation. I have to concede that when 
the Dutch museum staff talked the mistakes which caused by Chinese cooperators, I felt 
uncomfortable, even felt shame. I shamed that sometimes the staff from my country presented 
unprofessionally in their working. And it was not a pleasure to listen my Dutch colleagues 
complained that. I think it is hard to define “our” and “other” in my situation. As an intern at 
National Museum of Ethnology, ego identity belonged to this museum which I worked for, 
while a deeper dimension identity was the identity of my culture and my country.  So I was 
worried about listening to the negative news in this co-operation, meanwhile, I tried to do my 
own work perfectly to avoid making mistakes. So far as that time, I was not an outsider any 
longer, I felt I put myself in this cooperation. 
At the beginning of my internship, the participation time was cherishing. I wrote a very 
detailed field work notes after one day’s work. My notes are included what I did and what I 
felt. Sometimes, I wrote notes immediately, such as at the meetings with the designer of 
booklet or at the meetings with other museum staff. But with the participation’s time 
increasing, it was hard to remember all the details after work, especially in some informal 
conversations, I can not record them, so I did my best to remember the most important things.  
When the exhibition opened, I started my work about observation and interviewed in my 
spare time. Firstly, I visited this exhibition in my own way, and recorded which part(s) of this 
exhibition was/were most impressive and attractive me. Meantime, I also commented this 
exhibition as a normal visitor. For example, I did not think the exhibition music matched the 
theme, and I provided my advice to the museum. After my touring, I observed other visitors. I 
had experience about following a visitor and observing his visiting process, such as which 
objects he watched firstly, and in which object(s) he spent on the longest time, what his 
expression was in this touring. I also observed the visitors’ behaviors at the museum shop. 
How they chose souvenirs after their touring, and which kinds of souvenirs they were most 
interested in.   
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C. Interview  
Interview is also an important method in my research. In my view, interview should establish 
in a good relationship between researchers and informants. While, besides the curator of 
Chinese exhibition and some visitors who are my friends, it is impossible to establish good 
relationships with all the interviewees in my research. 
My interview is divided into two parts. One is interviewing visitors who visited the Terracotta 
Warriors exhibition, and the other one is interviewing museum staff. After this exhibition 
open, I began my interview work. I wanted to do semi-structured interviews, which I gave 
some questions to guide these visitors. For the visitors we had not known each other before, I 
interviewed them after their touring. First of all, I told them I was working for this exhibition 
and whether they would like to answer me some questions about this exhibition. As these are 
immediately interviews, I did not think so many questions were good for interviewing. I 
preferred to ask five or six questions in general. These questions were related to this 
exhibition and Chinese culture. As this kind of interviews was not a long time interview, the 
information which I really gained was much less than I expected. They often answered me 
generally and abstractly. But I also could know the motivations of these visitors visiting this 
exhibition. Then I started to find people who I had known before interviewing them. Unlike 
the normal visitors, I did not interview these visitors at the museum. We talked about this 
exhibition after they were back from the museum. So we have much more time to talk about 
their feelings, and they also have much time to think about my questions in these interviews. 
Absolutely, I did not tell them my questions or what they need see carefully before their 
visiting.  
The other interview group is the staff who took part in this transnational exhibition at 
National Museum of Ethnology and in Shaanxi province. In three months’ internship, I have 
built a good relationship with these museum staff who worked for this exhibition, so it is easy 
to interview them. And in terms of the curators from Shaanxi, they were very glad to be 
interviewed. In their views, I am a Chinese overseas students studying at Leiden University 
rather than working at National Museum of Ethnology. So they would like to help me do my 
research and thesis. We did not have formal interviews; instead, we just talked in the four 
days which they came to the Netherlands. After they returned to China, if I had questions, I 
sent emails to them, and they were also very kind to answer my questions. 
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Chapter 3 My case study: the transnational exhibition: the Terracotta Warriors from 
China of National Museum of Ethnology  
A. Introduction to National Museum of Ethnology   
National Museum of Ethnology is the first ethnographic museum in the whole Europe, which 
was founded in 1837. In its 175 years’ history, this museum is always trying to show other 
cultures to Dutch people. 
The museum has three main buildings, that one of them is the administration building, where 
museum staff  work, and I also did my internship at this building. The other two buildings are 
exhibition buildings. Before these sets of buildings became a museum, these three structures 
were the buildings of Leiden hospital. Although National Museum of Ethnology was founded 
in 1837, its history of collecting can retrospect longer than that time.  
Although this museum was founded in 1837, the history of its collecting can be dated back to 
1816, when the Royal Cabinet of Chinese Rarities was found by King William I. And in 1826 
and 1832, the Japanese ethnographical collections from J. Cock .Blomhoff and J.R van 
Overmeer Fisscher were added in this cabinet. Jan.Cock.Blomhoff was the leader trader for 
the Dutch East India Company from 1817 to 1823. He collected a range of household goods 
and other objects during his staying in Japan (Wengen, 2002: 15). J.R van Overmeer Fisscher 
began his Japanese collection as a clerk at Dejima, where was the Dutch Trading Post from 
1641 to 1583. During the time of his staying in Japan, Fisscher was able to collect a large of 
collections on ordinary objects. These objects were brought back to the Netherlands in 1829 
(Wengen, 2002: 15).  
Besides the collections of Royal Cabinet, the other important part of the original collections 
of National Museum of Ethnology was from P.F von Siebold. In the year of 1837, P.F von 
Siebold’s 5,000 Japanese ethnographic collections were exhibited by him in the major 
building in Rapenburg, Leiden. These ethnographic collections formed the basis for the 
Ethnographic Museum in Leiden (1837), which became the National Museum of Ethnology 
in later years (From the website of National Museum of Ethnology, 20/06/2012: 
http://www.volkenkunde.nl/index.aspx?lang=en). P. F. Siebold was a physician and traveller. 
When he was the military doctor in the Dutch army, he had an opportunity to work in Japan. 
During his time in Japan (1823-1829), he was invited to teach some Japanese scientists the 
marvels of western science, and in return, he learned through them much about the Japanese 
and Japanese customs. So he began to collect Japanese objects at that time. His collections 
were also ordinary objects which were related to the everyday life of Japanese, such as 
everyday household goods, woodblock prints, tools and hand-crafted objects. As he was a 
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doctor, his professional interest was particularly paid to implements which used in the 
practice of traditional Japanese medicine (Wengen, 2002: 13-23). 
From the history of this museum, it is manifest that National Museum of Ethnology has a 
tradition of collecting, exhibiting and researching on Asian objects and Asian culture. These 
objects have been an important part of National Museum of Ethnology when it was founded. 
This tradition also assisted National Museum of Ethnology to make this Terracotta Warriors 
exhibition. As the museum has a long history of researching and exhibiting Asian objects, it 
has its own perspective of presenting oriental culture, and also has experience about how to 
present oriental culture to local people (the Dutch visitors). 
Nowadays, the research department of National Museum of Ethnology contains nearly ten 
areas, respectively, Africa, China, Circumpolar region, Central West Asia, Indonesia, Japan 
and Korea, Central and South America, North America and Oceania. The museum also 
includes a scientific research library. The approximately 30,000 books and 20,000 journals 
are accessible to the public (The number from the website of National Museum of Ethnology: 
21/05/2012 http://www.volkenkunde.nl/index.aspx?lang=en). There are also a large number 
of books on Chinese culture. The curator of Chinese exhibition often searches key 
information about objects at this library. In the preparation period of this Terracotta Warriors 
exhibition, this library still provided some important information about Terracotta Warriors 
before these original antiquities arrived at this museum. 
National Museum of Ethnology is always trying to keep the pace of the contemporary 
theories of museum exhibitions. It uses modern techniques to present material culture, such as 
playing films or images about the objects’ original places. And it also has interactive activities 
to assist exhibitions, such as custom playing and museum workshop. Almost all of these new 
approaches were used in the Terracotta Warriors exhibition. It will be indicated and 
commented in the Chapter 4 and 5. 
B. Chinese collection of National Museum of Ethnology   
Some of the objects of Chinese exhibition were from the collection of Royal Cabinet of 
Chinese Rarities in 1816. The collection of Jean Theodore Royer (1737--1807) is an 
important part of these objects. Jean Theodore Royer was a lawyer who was interested in 
Chinese culture. Although he has never been to China, he collected a large number of Chinese 
objects in his life. His collections mainly came from the workers in East India Company.  
After his widow’s death, these objects came into the Royal Cabinet of Chinese Rarities (From 
the website of Rijksmuseum, 30/06/2012: 
http://www.rijksmuseum.nl/aria/aria_encyclopedia/00069042?lang=nl). When the National 
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Museum of Ethnology was a private Japanese museum of Siebold in Rapenburg, Leiden, 
there also were Chinese objects with the Japanese collection at this museum. So the Chinese 
collections are one of the oldest parts of National Museum of Ethnology. 
The other important part was from the collections of J.J .M De Groot, who was a professor 
teaching Sinology at Leiden University in the 19
th
 century. In order to appreciate Groot’s 
contribution to this Chinese gallery, a brief of his life story is written in this exhibition room. 
“Johannes Jacob Maria de Groot (Schiedam 1854-Berlin 1921) was one of the first 
western Sinologists to turn his attention to Chinese ethnology. On two occasions he 
spent long periods of time in the South-China ports city of Xiamen (Amoy). The first 
time was to complete his study of Chinese language and his training as 
interpreter/translator. During his second stay, 1886-1890, he delved further into religious 
practices and systems. He also collected objects, at the request of third parties, buying 
numerous statues of Buddhist and Taoist deities. De Groot published several major 
works on religion in China. Many of the religious traditions he wrote about are still very 
much alive today. ” (From the introduction of Chinese gallery at National Museum of 
Ethnology) 
So far, the number of Chinese collections at National Museum of Ethnology is 12,593 (This 
number is from the museum collection system 06/2012). These collections contain paintings, 
coins, musical instruments, customs and other objects which are related to the life of Chinese 
people. As this is an ethnographical museum, these objects are related to Chinese normal life 
rather than archaeological antiquities, except some coins, most of these collections are objects 
which were made after Qing dynasty (1912).  
The Chinese permanent gallery is located on the first floor of the main exhibition building. It 
does not have a totally independent show room, so if people want to enter this exhibition 
room, they have to go through the Japan and Korean exhibition. As the problem of limited 
space of this show room, only a very small number of objects can be exhibited at same time. 
Curators divide this exhibition into some small places by different cultural performing forms. 
In front of the door, there is an area of Chinese religion exhibition. This part contains the 
artefacts of Taoism which is a traditional Chinese religion, and Buddhism which came to 
China from India in Han dynasty. Taoism is different from Buddhism, because this religion 
originated in China. After the recent rebuilding, there is a new screen to play a film about 
Chinese religion activities in front of the religion collections. Officials and Calligraphy 
exhibition is at the left of this show room. The official exhibition shows Chinese official 
custom in Qing dynasty.  In the middle of this room, the artefacts show Chinese writing. And 
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the right part is about Chinese traditional paintings and other archeological artefacts from 
China. As the trading activities between the Netherlands and China were in south China, 
especially in Fujian and Taiwan areas before Chinese renovation (1978) and the field work of 
Johannes Jacob Maria de Groot was in Xiamen (Amoy) which is a city in Fujian province, the 
objects were almost from south China and presented typical south Chinese culture. That 
weakness mainly presents in the ritual objects, because the religion in south China and north 
China have some differences. Furthermore, these permanent objects are about the daily life of 
normal Chinese, and less relevant to the power of emperors. In the history of China, most 
political centres were in the north part, and in terms of the south part, especially Fujian and 
Taiwan provinces, these provinces have less antiquities about the power of emperors.  In 
recent decades, the Chinese collections are still continuing to be increased by the management 
of several curators.  
These exhibited objects are in small proportion of all the Chinese collections of National 
Museum of Ethnology, but this museum has established an online database for visitors and 
researchers who want to find out more detailed information about all the objects of National 
Museum of Ethnology. In order to show more Chinese collections to the public, the 
contemporary curator is organizing a series of catalogues to publish to the public. And at the 
museum library, there also are a large number of Chinese books. These books contain on 
archaeology, Chinese antiquities, art history, folk and literature. As the museum shares the 
library resource to Leiden University, people can use the library online system of Leiden 
University to search these books. 
Compared to the history of China, these objects do not have a long history; however, this 
gallery presents the traditional Chinese culture but not Chinese contemporary art.  
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Figure 1. Chinese permanent exhibition at National Museum of Ethnology. The red areas were the 
exhibition area. (From the website of National Museum of Ethnology, 01/05/2012: 
www.volkenkunde.nl/index.aspx?lang=nl) 
 
C. Terracotta Warriors exhibition of National Museum of Ethnology  
a. Qinshihuang and Terracotta Warriors 
Unlike the objects in the Chinese gallery of National Museum of Ethnology, most of these 
objects in this Terracotta Warriors exhibition have more than two thousand years of history.  
Qinshihuang was the first emperor of a unified China, who founded the first unified empire of 
China (BC 221) and called himself “the first emperor”. He was born in BC 259, that year was 
in the period of Warring. And his name was Ying Zheng. Before he became the prince of Qin, 
there were six princes who dominated Qin area. From BC 230, Ying Zheng gradually wept 
out other princes at that time and finally unified China (Moore, 2012: 7-10). 
Qinshihuang was not born in the area of Qin. Actually, as his father took residence at the 
court of the State of Zhao as a hostage to guarantee an armistice between the two states, he 
was born in the state of Zhao and grew up in an environment which was unstable and lacked 
of safe. This childhood experience is probably the reason why Qinshihuang desired strong 
power to control his empire. In order to defend his empire, Qinshihuang mandated people to 
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build the Great Wall which can fight against the enemies from minorities’ groups. As same as 
all the kings in history, he not only desired to get a long life, but also wanted to control this 
empire after his death. For this reason, he mandated people to build his tomb which was like 
his great palaces. The Terracotta Warriors were also made by this reason, which Qinshihuang 
wanted to build a team of army that could defend his empire after his death. Archaeologists 
have found these Terracotta Warriors faced the east when they were excavated, that because 
all of Qin’s enemies were on his east at that time (Moore, 2012: 7-10). 
The mausoleum is located at Li Mountain, which is a mountain both near the Capital of Qin, 
Xianyang, and today’s modern city, Xi’an, Shaanxi. It was excavated in 1974. On March of 
this year, farmers from Xiyang village dug a new well in their orchard. After several days’ 
working, they penetrated the southeast corner of pit one by accident. Someone reported this 
finding to the curator of the museum at Lintong, and a reporter from the New China News 
Agency, who was visiting family in Lintong at that week. When this reporter was back to 
Beijing, he wrote a report about this news, which caught the attention of the government. The 
archaeological excavation work started on July, 1974. And until now, the researchers are still 
doing the third times excavation (Moore, 2012: 24). By five years restoration, in the year of 
1979, the museum of the Terracotta Army was opened to the public at the original place. It 
has been listed as an UNESCO “world heritage site” in 1987. Approximately 8,000 Terracotta 
Warriors and horses, and more than 10,000 bronze weapons have been found in these three 
pits. 
To some extent, Qinshihuang’s mausoleum has been influence the other emperor after him. 
But there is no any other emperor to build such a huge mausoleum or to make such a number 
of Terracotta Warriors in the history of China. 
The Terracotta Warriors and horses were made in workshops by laborers and craftsmen who 
were controlled by the government of Qin. The heads, arms, legs and torsos were created 
separately and then assembled. It is interesting that, although this working of making these 
Terracotta Warriors standardized in technique and aesthetics, every Terracotta Warriors was 
different to each other. Workers needed to crave their name in the parts which they made, so 
that if there were some problems on this terracotta figures, the government could find people 
to respond it. Upon completion, these terracotta figures were placed in the pits in military 
formation according to their ranks. The terracotta figures are life-sized or much higher than 
the people at that time’s Qin country. These Terracotta Warriors were also painted with bright 
coloured, such as red, pink, blue, green, black, brown and white. In the arrangement time, one 
curator from China told me that, according to these colourful suits of Terracotta Warriors, 
some researchers inferred the armies’ suits were prepared by soldiers themselves but not the 
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government in Qin period. So besides the other objects in Qinshihuang’s tomb, these 
Terracotta Warriors also provide an important clue on researching Qin period. In addition, a 
large number of weapons were excavated with these Terracotta Warriors. Most weapons such 
as spears, swords, and crossbows hold by these Warriors were real weapons which could be 
used in real wars. However, most wooden weapons were disappeared in these 2,000 years, 
and only their metal parts were left. By researching on the Terracotta Warriors and other 
objects which were excavated with them, it can assist archaeologists know about the details of 
Qin period.  
b. Terracotta Warriors exhibition of the Museum of Terracotta Warriors and Horses of 
Qinshihuang 
In 1974, when the Terracotta Warriors were found by accident, China was in the final several 
years of Culture Revolution, which was a period that the traditional culture suffered a 
catastrophe. Just several years ago, a tomb of one king in Ming dynasty was excavated in 
order to show people how the luxury life these kings had. 
The Terracotta Warriors were found in 1974, and in the next year, the Chinese government 
decided to establish a museum in this area. In 1976, as the other two Terracotta pits were 
found, this museum had to change it original design plan. Finally, the museum of the 
Terracotta Warriors and Horse of Qinshihuang was opened to public on the national day 
(October 1) of People Republic of China, 1979. Until 1994, all of these three pits were opened 
to the public. This museum is a typical “site” museum (mausoleum museum). The advantage 
of this kind of museums is that it focuses on a single subject and designs architecture to make 
a direct link to the site. It will also highlight the context of the subject and point out the key 
element of its archaeological meaning (Swain, 2007: 246). In china, many museums are “site” 
museums which are established on the sites of royal or upper-class mausoleums (Swain, 2007: 
84). In addition to exhibiting, other significant functions of the Museum of the Terracotta 
Warriors and Horses of Qinshihuang are restoring these terracotta objects, continuing to 
excavate the mausoleum of Qinshihuang, and doing research about Qinshihuang and Qin 
period. For these aims, Shaanxi province has founded the Institute of Emperor Qinshihuang in 
the fundament of this museum (From the website of the museum of the Terracotta Warriors 
and Horses of Qinshihuang, 20/05/2012: 
http://www.bmy.com.cn/template/gzb/icolourndex1.aspx#lsyg@650). 
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Figure 2. Picture of the Pit 1 in the Museum of the Terracotta Warriors and Horses of Qinshihuang by 
the museum of the Terracotta Warriors and Horses of Qinshihuang 
 
Figure 3. The map of the Museum of the Terracotta Warriors and Horses of Qinshihuang by author 
The figure 3 is the map of the Museum of the Terracotta Warriors and Horses of Qinshihuang. 
This museum was built based on Qinshihuang’s mausoleum and its three Terracotta Army 
pits. The top part (black area) is the area of Qinshihuang’s Mausoleum, and the three red 
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areas are the three Terracotta Army’s pits. The other area are, from left top to right top, office 
area(administration area), museum cinema, museum shop, information centre, exhibition hall 
and restaurant. Besides being shown in these pits, some typical forms’ Terracotta Warriors 
and Terracotta Horses are also displayed in the exhibition hall. The museum cinema is free to 
visitors and it plays a film about Qinshihuang and his Terracotta Army. In order to introduce 
this film for more foreign visitors, this film plays only in English. These three pits are located 
about 1.5 km east of the mausoleum. The Pit one is 230 metres long, 62 metres wide and 7 
metres deep, which contains more than 6,000 Terracotta figures. All of these three pits only 
open some parts to the public, and most parts of these three pits are still waiting for 
evacuating. 
 In China, although most of public museums are free to all the people, the price of the ticket 
of the Museum of the Terracotta Warriors and Horses of Qinshihuang is 180RMB (20 Euros). 
Honestly, this price is very expensive in China. At the same time, the ticket’s price of 
Forbidden City (the old Chinese palace in Beijing) is 60RMB in tourist season and only 
40RMB in low tourist season. Especially, the average income of Shaanxi province is much 
lower than the capital of China, Beijing. This museum is much closer to a tourist attraction 
rather than a museum. In the resent survey, the visitors are nearly 3,000,000 per year, and 
among them, 800,000 visitors are foreigners. In the year of 2011, the number of visitors 
reached to 4,018,000 (These numbers are from the website of Shaanxi tourist news: 
http://www.sn.xinhuanet.com/2010-10/07/content_21065671.htm 24/06/2012). 
c. The Terracotta Warriors exhibition of National Museum of Ethnology  
The Terracotta Warriors exhibition of National Museum of Ethnology will last for 11 months, 
which is the longest period in the policy of Chinese travelling exhibition. In these 11 months, 
besides the arrangement time and dismantlement time when the Chinese curators take control 
of them, these objects will be totally controlled and protected by National Museum of 
Ethnology.  
In a survey about the fifth most interesting places by BBC, the Terracotta Warriors site is in 
the list. About four years ago, in 2008, there was a Terracotta Warriors Exhibition at Drents 
Museum, in Assen, Drents. It was the first time Terracotta Warriors’ antiquities came to the 
Netherlands. Totally 14 Terracotta Warriors and 220 other objects were shown in this 
transnational exhibition for 7 months. This exhibition was so popular among Dutch peoples 
and the other visitors from Belgium, in the following first four hours after the opening 
ceremony, nearly 1000 people visited this exhibition in the North- Netherlands. An important 
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motivation of this Terracotta Warriors exhibition of National Museum of Ethnology is that 
this theme is popular in the world, and it has a successful case in the Netherlands before. 
There are 17 objects in the Terracotta Warriors exhibition of National Museum of Ethnology, 
and most of them come from Emperor QinShihuang’s Terracotta Army Museum (The 
Museum of the Terracotta Warriors and horses of Qinshihuang). In addition to three real 
Terracotta Soldiers, the exhibition also borrowed other objects such as bronze weapons which 
were made in Qin period of China. These three Terracotta Soldiers are all original antiquities 
which come from the Museum of the Terracotta Warriors and Horses of Qinshihuang, and 
restored by Emperor Qinshihuang research institute which is an institute attaching the 
museum. These three Terracotta Soldiers includes three typical types. They are General 
Warriors, Kneeling Warriors and officer Warriors. Besides the Kneeling Warriors which 
height is 120cm, the general and officer Warriors are both higher than 180cm. Visitors can 
see some colours in the body of Kneeling Warriors. 
In the middle of Chinese gallery show room, a red stage where these three Terracotta Soldiers 
stand substitutes for the writing gallery area. From the left to right is General Soldiers, 
Kneeling Soldiers and the officer, respectively. On the left of the stage, a small screen plays a 
short film about the moment that people opened the cases and moved these three Soldiers on 
this stages. Behind the stage, there is a backdrop which presents images of Terracotta 
Warriors and the Terracotta Warriors exhibition in China, which are including the landscape 
of Qinshihuang’s mausoleum and Terracotta Warriors in their pits. The other 12 objects 
concerning Qin period are presented on the other side of the backdrop. The two models of 
making Terracotta Warriors and horses are shown in the right corner of this show room. The 
other three sides which around the red stage show the artefacts belonged to National Museum 
of Ethnology. Beside the show room, the Oceania exhibition room becomes a small video 
room for this exhibition. Visitors can watch a film about Terracotta Warriors in this room.  
From the map of the Chinese exhibition room and the video room (Figure 4), it is manifest 
that this exhibition is not in a large scale. The red and blue highlighted areas are the places for 
this transnational exhibition. The museum also rebuilt the lights of this show room so that 
these new lights could match the positions of these three Terracotta Warriors. It is no real 
alarming lines around the stage to prevent visitors from touching these antiquities. In order to 
protect these antiquities, there is a new alarming system around the red stage. If the visitors 
are so close to the stage, it will give out the alarm to remind the visitors keep distance.  
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Figure 4. The map of the Terracotta Warriors exhibition of National Museum of Ethnology. The red 
areas are the exhibition areas for these travelling objects. By National Museum of Ethnology  
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Chapter 4. The co-operation in the transnational exhibition of                                    
National Museum of Ethnology  
In the process of making a transnational exhibition, there are several dimensions of co-
operation. First of all, it is the co-operation between the exhibiting museum(s) and lending 
museum(s). They negotiate exhibiting time, objects and other affairs for this exhibition. In 
this dimension, this co-operation is the communication of museum people. And the second 
dimension is how to establish a good co-operation between museum(s) and objects. In a 
transnational exhibition, museum presents temporary objects from other museums or 
institutions, which is a challenge about interpreting others’ culture in a short time. As these 
objects do not belong to the exhibiting museum, sometimes the museum can not see the 
original objects until the arrangement time. In order to present these objects successfully, the 
exhibiting museum must do a large work of preparation. To assist this exhibition, most 
museums will also prepare souvenirs and other activities, such as cultural week or museum 
nights. The second co-operation is established after the first co-operation. The third 
dimension is a co-operation between exhibition and visitors. It is the result of the first and 
second co-operation. Actually, the third co-operation is established by the presenting of 
exhibition. It is a good way to evaluate the first two co-operations by researching on the 
reflection of visitors. 
A. Preparation period of the Terracotta Warriors exhibition of                              
National Museum of Ethnology  
This transnational exhibition is the first co-operation between National Museum of Ethnology 
and China. The reason why this museum makes this exhibition is that, currently, the 
Terracotta Warriors are popular in Europe, even all western countries. Some European 
museums had held successful and popular exhibitions in this theme. 
a. Application period 
 From first contacting with Shaanxi Cultural Heritage Promotion Centre to the Terracotta 
Warriors coming to the Netherlands, the whole preparation has lasted for almost 11 months. 
First of all, National Museum of Ethnology contacted to Shaanxi Cultural Heritage Promotion 
Centre and provided the intention of borrowing Terracotta Warriors. And then, the Shaanxi 
Cultural Heritage Promotion Centre submitted the application to China State Administration 
of Cultural Heritage. The application documents contained the time and location of this 
exhibition, the level and valuation of the objects which would be borrowed, the information 
of National Museum of Ethnology, the invitation from National Museum of Ethnology and 
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the draft of the exhibition contract. According to the law of the People's Republic of China on 
the Protection of Cultural Relics, the secretariat of China State Administration of Cultural 
Heritage decided whether accepting this application or not. And then the secretariat sent this 
application to foreign affair department to assess this application. After this assessment, the 
leader of China State Administration of Cultural Heritage decided whether admit this 
exhibition. Normally, this process need 30 working days. When this exhibition was admitted 
by the China State Administration of Cultural Heritage, these artefacts also needed to apply a 
permit for exiting. And this process needed another 15 working days. 
Generally speaking, according to the regulation of China, a travelling exhibition needs its own 
temporary display room. In this case, National Museum of Ethnology would exhibit this 
exhibition with its permanent exhibition. In order to avoid exhibiting museums using this 
exhibition to white wash its own Chinese objects, Chinese government needs these museums 
to prove the objects of permanent exhibition have provenance. Because if illegal objects are 
shown with loan objects in same room or even edited in one catalogue, it will be thought that 
Chinese government admits the legality of these objects. National Museum of Ethnology 
provided a list of objects introduction to the Shaanxi Cultural Heritage Promotion Centre so 
that this institution can check whether these objects are legal. In this list, National Museum of 
Ethnology has described the title, size and material of every object in Chinese, and also 
matched the images of these objects. 
Shaanxi Cultural Heritage Promotion Centre 
Shaanxi Cultural Heritage Promotion Centre is a department in Shaanxi province, which 
mainly responds to the affairs of antiquities aboard exchange. In China, almost every province 
has a cultural heritage promotion centre to work on the cultural exchange. And in Beijing, 
there is a Chinese Cultural Heritage Promotion Centre to deal with the general affairs about 
antiquities exhibition aboard.  
This Centre experiences in the Terracotta Warriors and Horses transnational exhibitions. Only 
in the year of 2012, it has sent 26 Terracotta Warriors figures to exhibit in other countries. 
Beside the Terracotta Army and other objects of Qin period, this centre also undertakes other 
periods’ antiquities’ travelling exhibitions from Shaanxi province, such as Han dynasty and 
Tang dynasty.  
Although the objects in the exhibition of National Museum of Ethnology are from four 
different museums in Shaanxi, the works of lending objects, making contract and negotiating 
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to National Museum of Ethnology are all responded by Shaanxi Cultural Heritage Promotion 
Centre.  
b. Choosing objects for this exhibition 
After obtaining the admission, the next process of this cooperation is to choose the objects for 
this exhibition.  
At first, the curator of National Museum of Ethnology provided a list of objects which he 
wanted to present in this exhibition. It can be seen what the curator originally wanted to 
present to Dutch people. While after the Shaanxi’s curators evaluated the conditions of 
National Museum of Ethnology, they decided the standard of artefacts which are loaned in 
this exhibition from their perspective. Unfortunately, some of these artefacts cannot come to 
this exhibition for some different reasons, so the curator had to adjust his plan. 
The first reason is that in order to reduce the risk of lending antiquities, Shaanxi province 
regulates that the proportion of the first level antiquities can not be higher than 25 percent. 
According to different quality, time and value, there are four levels of antiquities in China. 
They are the first level, second level, third level and ordinary. These three Terracotta Warriors 
are Chinese first level antiquities. But I do not find this 25 percent regulation is written in the 
Chinese relic protection law. In this law, it only says that the proportion depends on the 
regulation of certain province (Chinese Relic Protection Law, 2002, the 61th clause). 
Although Shaanxi has regulated the proportion as 25 percent, there were exceptions in some 
other travelling exhibitions. For example, in the Famen Temple exhibition in Taipei, the 
proportion of first level antiquities was 55 percent. Because of this regulation, some objects 
which National Museum of Ethnology was listed did not permit in this exhibition. Tiger Tally 
is an artefact which cannot be shown in this exhibition for this reason. Tiger Tally can be 
separated into two halves, one held by the emperor, the other given to a military commander 
as a symbol of imperial authority and ability to control armies. In the view of curator, the 
Tiger Tally would assist to present the “unity and centralization” theme of this exhibition. 
While this object is the first level antiquity in China, it can not come to this exhibition. 
Because of its unique, there are no other artefacts to take the place of it in this exhibition. 
 31 
 
 
Figure 5.Tiger Tally by the Shaanxi Museum 
 
The second reason is also from the security consideration. As the space of the show room is 
limited, there is only space to show Terracotta Warriors, but the Terracotta Horse can not 
come in this exhibition. In order to make up this lose, the curator wanted to borrow the 
fragments of the head of a horse and show the interior of this head. In the original plan of the 
curator, by presenting the head, it can show how the exquisite workmanship is in the 
technology of Qin period. But transporting fragments has risk because the fragmentized 
objects may suffer the second time destroy. Also for this reason the fragmentized Warrior’s 
head did not come in this exhibition. I have mentioned a case of National Palace Museum, 
Taipei, in my literature review (chapter 2). In that case, as layman was worried about the 
fragile objects would be in risk, they protested to this travelling exhibition. 
The third reason is caused by ownership. Some artefacts do not belong to museums in 
Shaanxi, so they cannot be lent by Shaanxi Cultural Heritage Promotion Centre. For example, 
the Qin Gong Ding is a typical and important artefact for presenting the unifying of Qin 
dynasty.  On this Ding, it was engraved a traditional type of Chinese words, however, this 
objects is in the Shanghai Museum, so it cannot be loaned by the contract with Shaanxi 
province. Instead of it, Shaanxi sent another Qin Ding to this exhibition. Ding is a kind of 
tripod caldron in China. According to legend, the Nine Tripod Cauldrons (Jiu Ding) were 
created following the foundation of the Xia Dynasty (BC 2,200) by Yu the Great, which 
presented the authority of the Nine Provinces of ancient China. In this legend, if someone 
could find the Jiu Ding, he would control the country. So Qinshihuang also spent a lot of 
people and time in finding this Ding. In Qin state, kings also made this kind of caldron to 
present their power. 
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Figure 6. Qin Gong Ding. This antiquity is in the Shanghai Museum, China  
by the Shanghai Museum 
Although these artefacts could not be shown with this exhibition, the Shaanxi Cultural 
Heritage Promotion Centre agreed that the National Museum of Ethnology can use their 
images in the booklet where they introduced this exhibition. 
In the November, they finally made sure the list of the artefacts. The list is the catalogue 
which is listed in the appendix part. All of these 17 objects are from the museums in Shaanxi. 
The main five subjects of loaning objects are the Museum of Terracotta Warriors and Horses 
of Qinshihuang, Danfeng Country Museum, Shaanxi Institute of Archaeology, Stele Forest 
Museum, and Shaanxi Cultural Heritage Promotion Centre. After making sure these objects, 
the following affair was sending a file of final information about these objects to National 
Museum of Ethnology. In this file, it described the title, accession, level, time, material, set 
and size of every object. And with this file, the Shaanxi Cultural Heritage Promotion Centre 
also sent the images of these objects. According to this information, National Museum of 
Ethnology began to make the captions and booklet. In addition, National Museum of 
Ethnology asked for the images of this objects for the backdrop and booklet. As the backdrop 
is a large wall, so it needs high quality and high definition images to project on this backdrop. 
National Museum of Ethnology sent an email to Shaanxi Cultural Heritage Promotion Centre 
to ask these images. In this email, it said the museum’s demand clearly, including every part 
of every Terracotta Warrior, landscape of the Qinshihuang’s mausoleum and pictures of the 
Museum of Terracotta Warriors and Horses of Qinshihuang. 
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Another significant thing was to make sure the insurance after the antiquities were ensured. 
The security problem is the most important thing that the Chinese government and institutions 
care about.  The three Terracotta Warriors are the most valuable antiquities in this exhibition, 
so 75 percent of the insurance fee is to ensure the security of these three antiquities. The other 
objects are 25 percent.  
Overall, the work of choosing the objects need under the law or regulation of the holder 
country. Absolutely, it will be limited by law, regulation, transport and other subjective 
factors. In some cases, the professional background of the curator induces the work of 
choosing objects more complex. In some transnational exhibitions, the exhibiting museums 
do not have the experience on showing or collecting some certain cultural objects before, so 
they only listen to the advice of the lending museums or institutions. In my case study, the 
curator of National Museum of Ethnology has an academic background of Chinese material 
culture, that background gave this exhibition much more positive effect on preparation and 
presentation. As having this kind of professional background, the curator provided some 
requirements to these Chinese institutions but not only accepted their decisions. He improved 
the level of this exhibition, but at the same time, these requirements increased the difficulties 
in this co-operation and required much negotiation. For example, as having the knowledge of 
Terracotta Warriors, the curator knew the Terracotta Warriors were assembled, so he 
preferred to exhibit the head of a warrior. It is no doubt that this requirement increased the 
difficult of transport of antiquities. Finally, this requirement was refused by Shaanxi Cultural 
Heritage Promotion Centre. Moreover, when these objects were chosen, the curator asked a 
lot of images to research how to present them before them arriving. These images included 
some details which may be ignored by other people. I met the curator who decided these 
exhibiting objects from Shaanxi in the arrangement moment. According to the condition of 
National Museum of Ethnology and his experience before, he chose the final objects for this 
exhibition.  
In the transnational exhibition (travelling exhibition), the process of choosing objects are 
more difficult than normal exhibitions. The first reason is that the museum or curators 
chooses the objects which they may be not familiar before. As this is a temporary exhibition, 
the kinds of objects are the museum does not have, and the museum likely has less resource to 
research on these fields before. Secondly, the long distance between exhibiting museum and 
lending museum(s) make curators have fewer opportunities to see these original antiquities in 
detail. The working of choosing objects must establish on co-operation. This co-operation 
consists of the museum staff from exhibiting museum and lending museum(s) & institution(s), 
and also support by modern technology. The final list is the result of the negotiation. And in 
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this negotiation, the modern technology such as email, digital photographs, plays an important 
role. 
c. Negotiating for Booklet  
In order to assist visitors to understand this exhibition, the museum has edited two kinds of 
booklets, one is printed in Dutch and Chinese, and the other one is printed in English and 
Chinese. The curator writes the background story of Qinshihuang and introduced every object 
in this booklet. For visitors who know little Chinese history, this booklet can be a good 
instrument. In fact, my internship also started at this time. 
The process of making booklet was also a process of co-operation. The only difference was 
that the co-operation was not only between the National Museum of Ethnology and Shaanxi, 
but also between National Museum of Ethnology and the booklet designer. 
Firstly, the curator contacted to the booklet design company and discussed to the designer. 
After having several meetings, he had explained his main mind about this booklet to the 
designer and made sure the main style of this booklet. Also, at the same time, the designer 
showed his other exhibition booklets and asked question about this exhibition. The curator 
gave the outline of this booklet, and depending on this outline, the designer recommend the 
style of this booklet. As the designer’s company is in The Hague, the following contacting is 
in telephone and e-mail.  
The curators original plan for the booklet was about 50 pages, trilingual (Dutch, English, and 
Chinese), fully illustrated which was nearly 2000 words. As the limitation of space, it is hard 
to use three languages in one page. But the comparison of languages is a direct way to guide 
visitors to compare these three kinds of cultures. By negotiating with the designer, they 
finally decided to edit two kinds of booklet: one was in Chinese and English, and the other 
one was in Chinese and Dutch. In terms of the information in this booklet, the curator wanted 
to descript this exhibition in ten chapters in this booklet. The first chapter introduced the 
reasons that National Museum of Ethnology made this exhibition. And the second chapter 
was about Qinshihuang. Next three chapters were all about Terracotta Warriors, including 
when and where they were found and how to make them. The chapter six was the catalogue 
section of this exhibition. The chapter seven and eight were the legacy of these Terracotta 
Warriors and the prediction of this art. The ninth was about the movie which would be shown 
on this exhibition. And the final chapter was some reading and resources. 
Plan for the booklet contents: 
1. Instruction 
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2. Who was Qinshihuang 
3. Discovery of this site 
4. Geography of the site 
5. Making the Army 
6. Catalogue 
7. What my still be under the ground 
8. Legacy 
9. Section on MV 
10. Further reading and resources 
After negotiating for the booklet with the designer, the curator determined the pages of the 
booklet were 48 which were normally number in exhibition booklet. According to the advice 
of designer, the cover of the booklet was designed to be able to fold. By this designing, the 
maps of Qin and the landscape of the mausoleum are in the site of the cover. 
And the finally contents are: 
1. Introduction 
2. The Qin emperor: unifier of China 
3. Qin achievements 
4. The Qin mausoleum park and its geography 
5. The Qin mausoleum park and its representations  
6. Discovery of the site  
7. Making the army  
8. Objects in the exhibition  
9. Recent and future discoveries  
10. The Qin Legacy 
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Comparison of these two contents, the final one focuses on the “unification” of Qin dynasty. 
As the result, the curator tries to point out “unification” in these chapters. According to the 
unification theme, the curator writes the text of this booklet and deletes the part of introducing 
movies in the original plan. From the final edition, it manifests the environment of excavating 
these Terracotta Warriors, the situation of restoration, the influence of Qinshihuang and the 
objects which could not come to this exhibition. 
Secondly, the curator chose pictures which can help to show these artefacts in the booklet and 
the National Museum of Ethnology contacted to Shaanxi Cultural Heritage Promotion Centre 
to apply the authority of using images into the booklet.  Some of these images were these 
artefacts themselves, and others were some pictures about the background information. For 
the reason of time difference, the process developed slowly than expected. 
After having the authorization, the curator sent the documents of these artefacts and his own 
description text to the designer, and then the designer used these documents to make the 
booklet. As the designer cannot understand any Chinese word, the process of making English 
and Chinese booklet was much more difficult than the Dutch and English one. In the process 
of making the English and Chinese booklet, the first step was to translate the English text to 
Chinese. This work had been done by a Chinese student of the curator, who studied museum 
in Nanjing University, China. And in this exhibition, my field work role was the assistant of 
the curator, so I translated the captions of these artefacts in Chinese. And then we sent these 
Chinese documents to the designer, and at the same time, we wrote a text to sign which 
Chinese sentence were below which pictures.  Finally when the designer sent back the vision 
of the booklet, I checked it and provided the modified advice. After 15 editions, the booklet 
was finalized a manuscript. 
Unfortunately, when the exhibition opened, the booklet had not yet been printed. Absolutely, 
the negotiation with the designers and Chinese institutions spent much more time than the 
curator thought before. After almost two weeks of the opening ceremony, the booklet began 
to sell in the museum shop. I also disappoint that these booklets only are sold in the museum 
shop, but not shown to visitors in the show room. When I assisted the curator to make this 
booklet, I hoped that this booklet can help visitors know more about this exhibition. However, 
these booklets are only commodities in the museum shop rather than the introductory 
documents in the show room. In my opinion, the booklets would play a better role, if the 
museum provided several booklets in the show room for visitors’ free reading. 
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d. Arranging this exhibition  
These objects arrived in the Netherlands on March 31. Almost at same time, the curators from 
Shaanxi province also arrived in Leiden. Four Chinese staff came to Leiden for this exhibition, 
and two of them were from the Museum of the Terracotta Warriors and Horses of 
Qinshihuang and the other two from Shaanxi Cultural Heritage Promotion Centre. One of 
these curators from the Museum of Qinshihuang Terracotta Warriors and Horses was 
studying PhD programme in London, and she also took part in the Terracotta Warriors and 
Horses transnational exhibition in the British Museum, London, 2007. The other curator from 
the Museum of the Terracotta Warriors of Qinshihuang and Horses was also the curator who 
made the exhibiting objects list of this exhibition. And these four people have cooperated 
many times before this exhibition. The curator who responded to contact to the National 
Museum of Ethnology did not come to the Netherlands, because he had to arrange another 
exhibition in Washington, US. Actually, all of the contacting work in the preparation was 
responded by him, it is unfortunate that I do not have a chance to contact him. These four 
curators were totally unfamiliar to National Museum of Ethnology’s curator and other 
museum staff. Their travelling was supported by National Museum of Ethnology, and the 
museum arranged them lived in a hotel near to the National Museum of Ethnology.  
The main arranging working was on April 2, which was the first working day after these 
objects came to the Netherlands. Fortunately, I was on this site on that day. As it was Monday, 
the museum was closed, and it was convenient to museum staff to arrange this exhibition. 
Although the Shaanxi Cultural Heritage Promotion Centre and the Museum of Terracotta 
Warriors and Horses of Qinshihuang both sent curators to assist this exhibition, the main 
work was controlled by National Museum of Ethnology.  
Before coming to the Netherlands, these objects were packed by a professional packing 
company in China. And every Terracotta Warrior had its own case for this travelling.   The 
first case of Terracotta Warriors was opened at 1.00 pm, and then the Chinese curators 
checked the condition of this Terracotta Warrior. In order to record the condition of these 
objects, there was a person who was responsible for taking pictures for these Terracotta 
Warriors. All the people who participated this work need wear gloves to protect the Terracotta 
Warriors. After affirming this Terracotta Warrior was the one in the contract, and it was also 
in good condition, they stated to carry it to the red stage. As each Terracotta Warrior weighs 
near 200kg, one person was not able to carry this objects, carrying these Terracotta was a 
team work. The Terracotta Warriors were hung over the floor and then moved to the stage. In 
this process, if some weakness part of this Terracotta figure was under much more pressure, 
this part may be damaged. So everyone paid all the attention to this carrying. 
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First of all, they moved out the cover layer on the body of Terracotta Warrior, and then 
according to the stress points, they added protecting material for the Terracotta figure. 
Secondly, under the advice of professional workers of moving objects, the Terracotta 
Warriors figure was hung out by lift machine. 
 
 
Figure 7.The staff members of Volkenkunde are carrying the first Terracotta Warriors to the display 
stage. By author 
When the Warrior was raised enough, they pulled the machine over the red stage. Finally, 
after the Terracotta Warrior reached to the place where it would be displayed, they turned 
down the Terracotta Warrior on the stage. The second and the third Terracotta figures also 
were moved from the cases to the stage by these steps. However, when the last case was 
opened, they found the kneeling Warrior’s ankle had a craze because of the fault by 
packaging firm in China. It is not like the other two Warriors, the Kneeling Warrior’s one 
knee and one ankle keep it balance. While in the transit, that kneel was hung in the air and all 
the weight of this Terracotta Warrior was on the ankle. The researchers from National 
Museum of Ethnology and the curators from China checked the ankle carefully. In order to 
ensure whether this craze was caused by the transit, they also compared to the original picture 
took in China. As these artefacts will be checked carefully when they return back to China, 
every detail must be recorded when these artefacts were carries out of the cases. And after 
carrying from cases to exhibiting stage, National Museum of Ethnology assumed the 
responsibility for this arrangement. 
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Figure 8.The museum staff members opened the last case and found there were some tiny fragments in 
the case. By author 
When they carried the last Terracotta Warrior to the red stages, the researches still checked 
the part of craze carefully, thereby ensuring the security of this antiquity in the later 11 
months. As no one knew whether this craze will be get worse in the future and whether the 
ankle can suffer the weight of this Terracotta Warriors after this problem, they also called 
back to China to ask their colleagues to find more clear images of this antiquity in order to 
make sure this craze existed before this travelling or in this travelling. 
In the whole process of arrangement, the curator of National Museum of Ethnology looked 
like relaxed. I have asked him whether he was nervous or worried about the problems which 
would happen in the arrangement. He told me that the most difficult moment had been past 
(the preparation period), the Terracotta Warriors had been to this museum, and the museum 
has professional staff as well as the insurance for these objects. He also asked me about my 
feeling. Honestly, I was nervous and excited at that moment. When I saw the Terracotta 
Warriors were removed the packages and carried out of the cases, I thought all of us were in a 
ritual, and at that time, we contacted to the history from 2,000 years ago. And after this 
arrangement, we waited visitors to estimate our work. I recalled the word of Napoleon when 
he saw the pyramids he said to his army: “From these pyramids, 4000 years of civilization 
look down on us.”(Napoleon’s Speech in Egypt, 1798) .  
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Figure 9.The researchers are checking the craze of the third Terracotta Warriors by author 
The process of arranging exhibition was a kind of more directly co-operation between Dutch 
museum and Chinese cultural departments/institutions. Before that time, these two groups 
only contacted to each other by telephones and e-mails. As carrying the Terracotta figures 
was a team work and everyone has his/her duty, the communication in this work was curial 
important. More or less, the language problem obstructed this communication. The Chinese 
curators spoke Chinese to each of them, and the Dutch researchers and workers spoke Dutch. 
When they need communicated to Chinese curators they spoke English. Limited by the 
language, sometimes they had to use postures to present their ideas. Moreover, before this 
arrangement at National Museum of Ethnology, there were no other museums to use machine 
to carry the Terracotta Warriors. So the Chinese curators did not have experience on how to 
tie iron chains so that carrying the Terracotta Warriors as well as avoiding damaging. In terms 
of Dutch workers and researchers, they lacked of the experience of carrying Terracotta 
Warriors. In the process of carrying, both of them needed to share their experience and tried 
to explore the way of using machine to carry the Terracotta Warriors. Although the working 
time was intension, in the break, both of the Dutch and Chinese staff took a break together. 
They did not talked about their work any longer, on the contrary, they drank coffee and spoke 
Chinese or Dutch jokes and translated them to each other. The Dutch staff prepared some 
snacks, and they discussed how chocolate, coffee, tea speaking in Chinese and Dutch. I 
expected they shared their early working experience to each other in their chatting, but as the 
reason of language, their conversation was only concerning on some basic conversation. As 
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we have known, the team of Shaanxi Cultural Heritage Promotion Centre is experienced on 
travelling exhibitions, so I expected they could shared their experience to their collaborators.  
 
Figure10.Resting time by Shaanxi Cultural Heritage Promotion Centre 
(From left to right, the fourth person is author) 
When all of these three Terracotta Warriors were arranged, the leaders who were from these 
two groups needed to sign in the documents to demonstrate these antiquities condition and 
identities. They will be rechecked in the finishing time. 
In the process of arrangement, the Chinese staff from Shaanxi spent more time in standing 
aside to watch the staff of National Museum of Ethnology than guiding. They provided their 
advice only when the National Museum of Ethnology staff was in trouble or the Terracotta 
Warriors may be under risk. They explained me their behaviors that because the National 
Museum of Ethnology had took the control of these antiquities, they should respect and trust 
the professional standard of the staff of National Museum of Ethnology.  
As I did not see these Chinese curators at the Airport, the arranging day was our first meeting. 
I introduced myself as an assistant of this exhibition. Because we are Chinese, our 
communication was easy to develop. After working, we had dinner together, and I introduced 
the Dutch food to them. We also walked in Leiden in that evening and I guided them to visit 
this city. They told me how they worked and how they prepared for this exhibition. I knew the 
process of this exhibition from another view. All of them gave me their e-mails so that I can 
ask them some information about translational exhibition after their leaving.    
B. Chinese and Dutch combination opening ceremony  
The Terracotta Warriors exhibition opened on April 6. And on the afternoon of April 5, there 
was an opening ceremony to celebrate it. The opening ceremony was also the ceremony of 
reopening the Asia exhibition. 
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For this exhibition, the museum specially built a Chinese style gate, which looked like a 
traditional Chinese “Men(gate)”, and coloured in red and green. On the gates and trees of 
museum, there were also Chinese lanterns to welcome visitors and tell people who passed by 
this place that there was a Chinese theme exhibition at this museum. 
 At the beginning of this ceremony, the museum invited Chinese lion dance and dragon dance 
performance.  In this performance, the performers danced the lion dance in the space in front 
of museum’s administration building. Their traditional Chinese music also attracted people 
who just passed by this museum. At the end of their dance, the performer who played the lion 
gave a couplet to the curator. There were words to congratulate this exhibition in this pair of 
couplet. And the curator showed this pair of couplet to the audiences, and then this celebrity 
activity ended. After this performance, the guests were invited to the auditorium in the first 
floor of the main building. 
 
Figure11. Opening ceremony by National Museum of Ethnology  
The director of National Museum of Ethnology had a short speech firstly, and it was the last 
speech he spoke as the director of this museum. On May, he would become the director of 
Museum für Völkerkunde in Vienna, Austria. In his speech, he introduced the curator of 
Chinese exhibition, its ex-curator, curators from Chinese institutions and the secretary from 
Chinese embassy. Then the secretary from Chinese embassy had a speech to congratulation 
this exhibition and talked about the relationship between the Netherlands and China in general. 
Finally, a researcher introduced the Terracotta Warriors and horses in Dutch. After this 
activity, the director of National Museum of Ethnology guided guests to watch the Terracotta 
Warriors exhibition. Because of this ceremony was also the ceremony of re-opening the Asia 
exhibition (including Chinese exhibition, Japanese and Korean exhibition), there was also a 
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cutting the ribbon activity in this ceremony. As it was a ceremony only invited people who 
were related to this museum or this exhibition, considering the other sound would disturb the 
touring, the short film in the show room did not play on that day. The museum offered snacks 
and drinks for the following touring. 
From this ceremony, the museum tried to construct a context of China, in order to involve 
participators to entre the Chinese culture which this exhibition presents. I attended the 
preparation meeting of this ceremony. As the museum staff spoke Dutch in their meetings, I 
only attended twice times. And in this preparation meeting, they asked me some questions 
about Chinese custom. These questions were related to Chinese basic manners, such as if the 
museum need prepared white gloves in cutting the ribbon activity and would Chinese mind 
Japanese ambassador attend this ceremony. From these questions, I felt my culture and 
custom was respected in this co-operation.  
 
C. Displaying period of Terracotta Warriors exhibition of National Museum of 
Ethnology   
a. Exhibiting from different prospective  
Any museum or exhibition is a statement of position. In terms of transnational exhibition, 
same theme also can be exhibited in different ways. And the personal idea of curators also 
demonstrates in the exhibitions which they design.  
According to the map of the Chinese exhibition, the exhibition room is not a large show room. 
Especially, all these loan objects are exhibited together with the permanent objects in these 11 
months. This condition limits the number of objects, so every object in this exhibition must 
have its feature and representativeness.  
This Terracotta Warriors exhibition spent most space in showing these three Terracotta 
Warriors. In order to show this Chinese culture, National Museum of Ethnology rebuilt this 
Chinese exhibition room and used a red stage and red lighting to create an environment of 
China, which was separated to the real environment. I have explained why and how to present 
these three forms of Terracotta Warriors in last chapter. In this part, I want to explain how to 
use the other objects and performing ways to assist these Terracotta Warriors to present the 
Qin dynasty. 
The other antiquities are shown behind the backdrop, which assist to show the Terracotta 
Warriors in the aspects of military, architecture, calligraphy and administration. Actually, 
before Qin dynasty, there were other countries made Terracotta or Stone figures in tombs. 
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However, only Qinshihuang used life-sized figures in his tomb. This exhibition also shows a 
pair of stone figures before Qin to present the custom of making figures in funeral systems. 
Moreover, no matter in the size or skills, these figures cannot compare to the Terracotta 
Warriors of Qinshihuang. 
And in order to present the force of Qin, this exhibition also presents a spear, a crossbow 
trigger and crossbow darts, which were made of bronze. Although they were excavated in the 
mausoleum, their quality is same as the weapons which were used in real wars. By showing 
these weapons, the curator of National Museum of Ethnology wants to present the power of 
Qinshihuang and the level of the craftwork in that period. 
The following objects are presented the art in Qin dynasty. When Qinshihuang became the 
emperor of China, he unified the calligraphy (Chinese). In this exhibition, there is a paper 
rubbing of Yishan inscription from a reproduction engraved on the stone in 933.The original 
piece of Yishan inscription was wrote by Li Si who was the minister of Qin dynasty. After 
unifying China, in order to increase the controlling to China and Chinese, Qinshihuang often 
travelled around his country. In the 28
th
 year of him becoming the emperor, Qinshihuang 
travelled to Yishan (a mountain is in the Shandong province now). He wanted to his 
achievements and reputation can be known in generations, so the minister, Li Si, wrote this 
immediately and asked people to engrave it in a stone. That inscription is Yishan inscription. 
Even today, Chinese still can read and understand the Chinese words on it. Although the types 
of Chinese words have changed in more than 2,000 years, the core of these words is still live 
on. It is interesting that the curator found some names in this inscription. These names 
probably belonged to the visitors in Ming or Qing dynasties of China. They visited the stone 
of Yishan inscription and craved their name for memory. It is manifest that this inscription 
was very famous in Chinese history. The curator found these names after two months of the 
opening of this exhibition. If the curator found these names before this exhibition, he could 
write a new description to introduction this inscription. If possible, he also can find out 
whether these persons were famous people in Chinese history. While as the museum was 
short of the enough clear images to see these names before this original piece arrived, it was 
hard to research the object in detail. 
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Figure12. Yishan Inscription From the booklet of the Terracotta Warriors exhibition of National 
Museum of Ethnology  
 From a modern argument, the antiquities of Qin are art emphasizes forms of representation, 
besides this inscription, the curator also chose a Ding and a bell to introduce the art in that 
period.  
The fourth group is about the construction of mausoleum of Qinshihuang. A roof tile and a 
floor tile in the mausoleum not only show the environment of this mausoleum but also present 
the aesthetic and designing level in that age. The pattern of the tile (Figure.13) which is 
presented in this exhibition is a deer. From this tile, it is manifest that, more than 2,000 year 
ago, Chinese have used pattern of animals in architecture. 
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Figure13. Tile of Qinshihuang Mausoleum  From the booklet of the Terracotta Warriors exhibition at 
National Museum of Ethnology  
The finally two objects brought visitors to the life of labors who built the mausoleum and 
Terracotta Warriors. These are a tomb inscription and a neck ring. Visitors can know the 
situation of labors by watching these objects.  
From these objects and the form of this representation, it is manifest that the curators or 
exhibition makers have a dominate influence in choosing which objects will be shown in an 
exhibition.  
In order to assist visitors to know how people make Terracotta Warriors and Horses, this 
museum borrowed two models of the process of making. These two models were made in 
1970s. Their main function is reproduction the working situation in Qin period. By these two 
models, visitors can gain the information about the making process and how the Terracotta 
Warriors and Horses were assembled.  
The backdrop behind red stage shows the images of these three Terracotta Warriors, the 
landscape of Qinshihuang mausoleum and the Museum of Terracotta Warriors and Horses of 
Qinshihuang. The applying of backdrop in exhibitions is a characteristic of National Museum 
of Ethnology. In the main exhibition building, there are six main exhibition themes (South 
and Southeast Asia, Africa, Indonesia, China, Ocean and Japan & Korea), and four of them 
(South and Southeast Asia, Africa, China, Japan) have backdrops to show pictures or videos 
to visitors. For example, in the South and Southeast Asia, the backdrop uses pictures to show 
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the recent environment of Tibet and India. And it also shows a short video about these places’ 
landscapes and people’s commercial activities which was filmed by 1920s. The designer 
wants to visitors know the changes of these places and human activities in this comparison. 
And in the Africa exhibition, besides the images of landscape, the backdrop plays a video of a 
ritual in Mali. This video is used to explain the function of a kind of masks in this ritual. In 
this Terracotta Warriors exhibition, the backdrop’s function is to restructure the environment 
of these Terracotta Warriors in China. Only three Terracotta Warriors are shown in this 
exhibition, but in their original places, these Warriors are standing in lines to present the great 
power of Qin Empire, the images in backdrop can show visitors the real environment of these 
Warriors and assist visitors to come into this restructured Qin space. 
The video which is played in the next room is produced by BBC, which is named The China’s 
Terracotta Army. I have mentioned that, in order to display these three Terracotta Warriors, 
National Museum of Ethnology rebuilt the Chinese exhibition room. The lights were adjusted 
for this exhibition. As we know, the original Terracotta Warriors are in the tomb of 
Qinshihuang, and the Museum of the Terracotta Warriors and Horses of Qinshihuang is a 
mausoleum site. So National Museum of Ethnology used the lighting to create the 
environment in a mausoleum. Compared to the lighting before this exhibition, the new 
lighting is darker and there are special lights to focus on the Terracotta Warriors. In addition, 
there also are lights under the red stage. These designs point out the mysterious and sacred 
atmosphere.   
This presentation is also a kind of co-operation, which connects the objects to the museum 
environment. In this co-operation, the museum constructs a Chinese environment for visitors 
to understand these objects. This presentation is not a traditional objects showing, many new 
ways are used in this co-operation. 
b. Activities and souvenirs  
In order to present this exhibition well and attract more visitors, National Museum of 
Ethnology also has interactive activities at workshop and sells souvenirs at the museum shop. 
Both of these activities and souvenirs are relevant to themes of the Terracotta Warriors and 
the Chinese culture. Moreover, every Sunday, the museum provides a free Dutch guide tour at 
1.30 pm. 
During April to May, there were four days to be Chinese workshop days at this museum. On 
the Chinese weekends in April, there were activities to show and teach how to do lion dance 
at the museum activity room. In this couple days, the professional Chinese classical music 
musicians and performers performed Chinese traditional celebrate dance and music to visitors. 
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These performers who were invited by National Museum of Ethnology were from a Chinese 
cultural association in the Netherlands. Some of them were overseas Chinese and the others 
are Dutch who were interested in Chinese culture. Visitors learnt how to play Chinese music 
instruments under the guiding of these performers.  
The days of May 19 and 20 were Chinese weekends. On the evenings of May 28 and 29, June, 
the museum will hold museum nights. The theme of these museum nights will be Asian 
culture, such as Chinese market, Chinese dance and Japanese & Indian cosplay. 
On May 19, there was a large Chinese market with 22 stalls which sold books and Chinese art 
artefacts, and played Chinese astrology. In addition, a teacher from Leiden University was 
invited by the museum to teach Chinese Mandarin at that day. In the afternoon, the workshop 
was opened to teach how to make clay Terracotta Warriors models. Visitors can make their 
own Terracotta Warriors under the guidance of the museum staff. They used model tools to 
make plaster Terracotta Warriors. Some plaster Warriors are shown in the video room of this 
exhibition now. As these activities were in weekends, they can attract more visitors than 
normal working days, especially families with Children. Also these days were easy to invite 
performers and guest teachers. I concede that these teaching activities are difficult to make 
people know the real cultural meaning of a custom or the core spirit of a certain culture which 
is totally different of their own culture. However, they can tell visitors what these customs are 
or what the most typical culture of a certain country is. The educational function of museum 
is to spread the basic knowledge of cultures and cultural diversity rather than cultivating 
anthropologists or ethnologists. For example, through the activities of making Terracotta 
Warriors, children knew what Terracotta Warriors were and where these figures came from. 
In their future, when they see the Terracotta Army again, they would say “oh, I know that, I 
have made a model of it in my childhood.” At that time, the museum or the exhibition will 
achieve its goal.  
Although not all of these activities were related to the theme of this Terracotta Warriors 
exhibition, they also provided a way for visitors to close to Chinese culture in multi-senses. 
Compared to only contacting Chinese culture by visual in a normal exhibition touring, these 
activities promoted a new way of contacting other culture by touching it, making it and real 
becoming a role of it. In some extent, it was similar to the observation-participation method in 
Anthropology field work. In this context, the participants were not like anthropologist to 
participant activities intentionally. The similarity thing was when visitors became a role of 
these activities of certain culture, they would know about this culture directly. In this context, 
visitors entered in Chinese cultural presentation and felt this culture by their own experience. 
In my view, how much knowledge they could learn from these activities were not important, 
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the real intention of these activities at museum was that proving opportunities for visitor to 
experience Chinese culture, but not watching it in distance. 
 
 
Figure14.Performer shows Chinese lion dance to Children visitors by National Museum of Ethnology  
Souvenirs 
From my perspective, the museum shop is a special department of a museum. According to 
the definition of the museum, museum is an institution which is non-profit. It is not denied 
that the museum shop is a commercial place, and the souvenirs are commodities. The 
museum shop also satisfies the demands of visitors. When visitors leave the museum, besides 
their memory and the photos, the only thing they can bring home is the souvenir which they 
brought from the museum shop. A good souvenir can reinforce the experience of the visiting 
and share the value and culture which this exhibition presents to much more people. Sending 
a beautiful and unique postcard of a certain exhibition to friends or collecting some 
reproductions at home, souvenirs can become an instrument spread the exhibition. 
The museum shop of National Museum of Ethnology is on the ground floor of the main 
exhibition building, which does not have large space. Although in such a small site, it is also 
divided into several areas which depend on the exhibition themes. As the Terracotta Warriors 
exhibition is the title exhibition in this period, the main table is selling the souvenirs of this 
exhibition. The souvenirs contain postcards, Terracotta Warriors status, books, videos and 
accouterments such as key chains and fridge magnets. Except a kind of poster is original 
edited by National Museum of Ethnology, other products are not made for this exhibition 
specially. Especially, the postcards were souvenirs of the Terracotta Warriors and Horses 
Exhibition in the British Museum four years ago. And the videos and books are not only on 
the Qin dynasty and Terracotta Warriors but also on the contemporary Chinese society. 
Although almost all of these souvenirs are not produced for National Museum of Ethnology 
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specially, the books are printed in Dutch and the Videos can present this exhibition well. The 
series of Terracotta Warriors status are exquisite and packed in traditional Chinese cases 
(figure15) which are typical traditional Chinese gifts forms. The museum provides several 
kinds of these statues, such as one standing Terracotta Warriors model, and a case of 
Terracotta Warriors, Horse, and musical instrument Zhong. And these Terracotta Warriors 
status also are the most popular gifts at this souvenirs shop. The DVD of Terracotta Warriors 
which produced by BBC is also a popular souvenir, when I came to this shop in the end of 
May, this kind of DVD was sold out. 
This museum shop not only sells the souvenirs which are relevant to this Terracotta Warriors 
exhibition or the traditional Chinese culture presented by the Chinese permanent gallery, but 
also sells the books which are relevant to the modern Chinese society. These books provide 
visitors an opportunity to know the modern China and the contemporary Chinese art which is 
different of the art in Qin dynasty.   
 
Figure15.The museum shop in National Museum of Ethnology by National Museum of Ethnology  
However, the museum shop sells the booklet which the Chinese exhibition department edited 
as same as other souvenirs, although these booklets are the souvenirs which are specially 
edited for this exhibition. These booklets are sold among the souvenirs which are produced by 
other institutions such as the postcards from the British Museum, the Terracotta Warriors’ 
Models from China. In the last part, it is manifest that the Chinese cultural exhibition 
department of National Museum of Ethnology (research department) spent a lot of time in 
editing these booklets, while the museum shop does not pay special attention to them. When I 
joined in this team, one of my main works was to edit this booklet. The curator hoped visitors 
can gain more background information of this exhibition from this booklet, while, actually, 
these booklets are not highlight by the museum shop. I do not think the research department 
(Chinese exhibition department) has told the museum shop the importance of these booklets. 
In this case, I find that the research department focused the communication and negotiation 
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with other academic institutes, museum, or even governments in this transnational co-
operation, but maybe it ignores the inter-co-operation of its own.  
During my research, the working of choosing souvenirs was not the responsibility of curators. 
In the modern museums, the responsibility of every department is clear. These Terracotta 
Warriors souvenirs are not from the Museum of the Terracotta Warriors and Horses of 
Qinshihuang or any other Chinese institution which is relevant to this co-operation. And also, 
all these activities were held by other departments of this museum, but not the research 
department. The co-operation between National Museum of Ethnology and Shaanxi were 
only on loan objects.  
c. The reflection of visitors from different backgrounds 
The purpose of holding a transnational exhibition is to attract more visitors and spread 
different culture. The public, collections and staff are three elements of museums. So the 
reflection of visitors is important to an exhibition. In some theory, visitors and their reflection 
is also a part of exhibition. How these visitors respond to the exhibition is a subject which 
research has been dedicated in recent years (Macdonald, 1996: 11). How these visitors 
concept their identity and locality have also been researched. It is clearly that a good 
exhibition can involve its visitors to the context which this exhibition constructs.  In 
transnational exhibitions, visitors’ reflection and feedback can verify whether this co-
operation is successful or not. In this part of thesis, I will describe and analyze the reflection 
of visitors who visited the Terracotta Warriors exhibition of National Museum of Ethnology. 
Dutch visitors: Other’s culture  
Absolutely, there are an increasing number of visitors to visit National Museum of Ethnology 
because of the Terracotta Warriors exhibition. And most of them are Dutch people who live 
or travell in Leiden. Students from Primary school and elder people are the most two largest 
groups who visited to this exhibition. Almost every time I came to this exhibition, the number 
of visitors in the Chinese exhibition room was about 20 to 30 in general, even on the 
weekdays and raining days. The main Dutch visitors who came to this exhibition were in 
elder age. Moreover, these elder people were hardly visiting alone, but visiting in groups or 
with their friends and families. The second largest proportion was family, a couple with 
children.  
As I am a student studying in museums, before I interviewed visitors, I thought most of them 
would read something about Terracotta Warriors before their touring. When I interviewed 
these visitors, however, I found I was wrong. Almost all the visitors who I have interviewed 
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did not prepare the background knowledge before they came to the exhibition. These visitors 
do not have their questions about this exhibition before their visiting. And they prefer to 
accept idea which this exhibition presented rather than providing critical questions. Under this 
circumstance, the instruments of these objects are more important. 
Almost all the Dutch visitors (and also visitors from other western countries such as Britain 
and Germany) who I interviewed said that this was an excellent exhibition. Most of them 
have not been to China before. For these people, the Terracotta Warriors are the story and 
pictures from Internet, historical books, or from the Hollywood movies, such as Mummy III. It 
is interesting that the elder people have less information about China than young people. 
From my observation, visitors averagely spent 15 to 20 minutes in watching this exhibition. 
And the elder visitors spent more time in this touring, because they saw the introduction of 
these objects more carefully. Of course, visitors would see the Terracotta Warriors firstly.  In 
their touring, they spent the longest time in watching the Terracotta Warriors (except the time 
of watching video).After seeing these three Terracotta Warriors, they began to continue their 
touring. During their visiting, they read the introduction carefully, and then watching almost 
every detail of these objects. Some people took pictures and even some people wrote notes in 
their touring. After watching these objects, most visitors chose to watch the video in the video 
room. In my interviews, most visitors said that the video was very helpful for their 
understanding the Terracotta Warriors.  
If at right timing, they would like to take part in the activities in workshop, such as making 
Terracotta Warriors models and learning how to do lion dance. However, there were not a 
large number of visitors knew the time schedule of the activities. During this exhibiting time, 
the advertisement of this exhibition can be seen in many places of this city, and a lot of 
newspaper of the Netherlands reported this exhibition. But less propaganda provided the time 
schedule of activities of this exhibition. So many visitors missed these activities, or they even 
did not know that at all.  
In conclusion, this exhibition attracts people who probably have not been to China before but 
are interested in Chinese culture. And it really provides a good opportunity to Dutch people 
know the Chinese culture. Moreover, the applying of media techniques helps visitors to 
understand this exhibition well.  
Chinese visitors: my story, your song 
In my interviews, most Chinese visitors knew the National Museum of Ethnology by this 
exhibition. Before that exhibition, they did not know this museum and they also surprised that 
this museum had an account of Chinese objects as permanent exhibition. 
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Most Chinese people who did not come to this exhibition but only heard of this exhibition 
were proud of the Chinese antiquities overseas exhibition. However, all of them felt shame 
when they saw Chinese antiquities in western or other countries museums exhibited as 
permanent objects. Absolutely, it is caused by the modern Chinese history. A large number of 
antiquities were loot by British and French armies in the war of Second Opium War (1856). 
From their prospective, the travelling exhibitions from China can present the prosperity of 
their country, and meanwhile their culture is recognized by the world. 
In terms of this exhibition itself, these Chinese visitors were not similar to the Dutch visitors 
said “excellent”, ”great” this general words in their assessment. Actually, they had their own 
opinions on how to represent the real Chinese culture and they also would like to provide 
their advice to this exhibition. When I interviewed these Chinese visitors, most of them asked 
me a question: why the theme of this exhibition is Qin dynasty and Terracotta Warriors? 
Honestly, this is also my first question when I knew this exhibition. In Chinese view, there are 
a lot of antiquities can present Chinese culture, and also there are some dynasties can present 
Chinese culture much better than Qin dynasty. Although Qin dynasty is the first unified 
dynasty in Chinese history, this period is too short to build a prosperity society. Han, Tang 
and even Song and Ming dynasties can present Chinese culture better than Qin. Another 
difference is that Chinese visitors spent less time in watching this exhibition. I think it is 
because they did not need to read background information.  
Compared to the exhibition in China (same theme or not), they thought western museums 
used more multi-media technology in their exhibitions, such as touch screen introduction, 
video and projector. Normally, in order to attract visitors and assist visitors to understand the 
exhibition well, western museums also had other activities about this exhibition, such as 
museum nights, interactive games and academic or popularization lectures. Their deepest 
impression of National Museum of Ethnology is the backdrop behind the Terracotta Warriors. 
In China, besides some museums which have been established or rebuilt recently, museums 
normally use traditional ways to present culture. They also surprised the way which National 
Museum of Ethnology showed these Terracotta Warriors: These three Terracotta Warriors 
were presented in a stage without glass cases. By this way, visitors can see these Terracotta 
Warriors in very short distance. In China, most antiquities are shown in glass cases or are 
shown in a stage which is far away from visitors. In the exhibition of National Museum of 
Ethnology, Chinese visitors thought these three antiquities were close to them and they could 
see them in details. In addition, in their views, the western museums pay more attention to 
design exhibitions for visitors of different ages. In terms of this exhibition, there were 
painting and making Terracotta Warriors activities for teenagers on the workshop days.  
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Another interesting thing is about the attitudes of these Chinese visitors to the activities and 
souvenirs.  Definitely, these activities and souvenirs are offered for Dutch visitors. Chinese 
visitors were more interested in the books which were about modern Chinese society or 
Chinese contemporary art. They were curious that how the westerners see the modern China 
where they were living. When they took part in the activities and watched the antiquities, the 
main reason was that they wanted to know how Chinese culture was presented by western and 
why they presented Chinese culture like that. 
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Chapter 5. Reflexivity  
A. Globalism and Localism  
The International Committee of Museum (ICOM) was founded in November 1946 within 
UNESCO, which aims to share its political obligations and objectives. Up to now, ICOM has 
become the largest and most important international museum organization. The idea of 
museums as symbols of national identity and the demonstration of national coherence is 
broadly found (Prosler, 1996: 22-23). Almost every nation has its national history museum, 
especially in the third world countries, they need to present their identity and also need their 
people to have a cultural identity for their nation.   
In the 19
th
 century, modern museums developed in Europe. At that moment, Siebold founded 
his ethnographical museum based on his orient cultural objects, and later this museum 
became a national ethnographical museum, National Museum of Ethnology. In terms of its 
collections, this museum collects objects from nearly ten areas. As its target visitors are Dutch 
people, the aim of National Museum of Ethnology is to introduce other culture to Dutch 
people inevitably. While international collections do not means international museum. For 
example, the museum has used digital technique on the display. In front these objects, there 
are some screens to show the introduction of these objects. Visitors can touch the image to 
open the detailed instrument of this object. However, it did not have the detailed English 
transcriptions until the beginning of this year (2012).  
On the contrary, the responsibility to the Museum of Terracotta Warriors and Horses of 
Qinshihuang is preserving its antiquities as well as spreading Chinese cultural heritage to the 
world. As the Terracotta Warriors is one of the most famous world cultural heritages, the role 
of this museum is to introduce Chinese culture and Chinese wonderful antiquities to the world. 
Although the Museum of the Terracotta Warriors and Horse of Qinshihuang is a local 
museum and its objects are localism, its visitors are international. Especially, since the first 
Terracotta Warriors travelling exhibition in Australia, 1986, there has gradually been a special 
department and a professional team to deal with foreign museums or institution loan 
antiquities for exhibiting. For example, the foreign affair department accepts the application, 
and research department plans a list of objects. In Chinese museum systems, the research 
department is classified by objects such as, painting, porcelain, bronze, ethnological 
technology and others. Recently, as the Terracotta Army become more and more popular in 
the world, there are more Terracotta Warriors and Horses are invited to exhibit abroad. In 
order to manage and make sure the security of these loan Terracotta Warriors and Horses, the 
museum is designing a GPS programme. In this programme, every Terracotta Warrior or 
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Horse has a GPS core plate on its ankle in order to support curators to oversee Terracotta 
antiquities. Because of some technological reasons, this GPS programme only works in China 
currently. But in the future, the Museum of Terracotta Warriors and Horses of Qinshihuang is 
planning to develop this technology in order to oversee all its travelling Terracotta antiquities. 
Through this programme, the curators can know every Terracotta antiquity’s location 
immediately and manage its other travelling exhibitions. If one Terracotta antiquity is stolen, 
the programme will show its location. And if other museums want to borrow one certain 
Terracotta Warrior, curators only need to check whether this object is in the warehouse. This 
technology assists museum staff to manage their antiquities and reinforce the management for 
travelling objects. 
 
Figure16: the GPS core chip in the ankle of Terracotta Warriors by author  
Admittedly, transnational exhibitions provide a stage where local museums contact to the 
world and local people contact to other cultures. However, there are also some problems 
caused by localism. This localism means a limitation which is caused by the local 
departments or its staff. As some mistakes or negligence, more or less, the museums or 
institutes lost their international professional level in this co-operation. For example, after 
making sure the loan objects, Shaanxi Cultural Heritage Promotion Centre needed to send a 
bilingual catalogue to National Museum of Ethnology. The institution of Terracotta Army has 
three different English names. This museum’s name is “the Museum of the Terracotta 
Warriors and Horses of Qinshihuang” in its website, and in that catalogue its name is 
“Emperor Qin Shihuang’s Terracotta Army Museum”, but its most famous English name is 
“Qinshihuang Terracotta Army museum”. Finally, National Museum of Ethnology chose the 
“Qinshihuang Terracotta Army museum” in their catalogue and other instruments, because 
this translation is familiar to Dutch visitors. Also, as the Shaanxi Cultural Heritage Promotion 
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Centre is a department of a province, all of the documents about this exhibition had to send to 
the China Cultural Heritage Promotion Centre which attaches China State Administration of 
Cultural Heritage in Beijing. This process spent much time in the whole preparation period. 
With there are an increasing number of applications for loan exhibitions, the Chinese 
government is promoting an online application system. When this system is applied in the 
process of making exhibitions, the co-operation will be much more efficient. Another 
weakness is that every province has its own Cultural Heritage Promotion Centre in China. If 
an object is in the other province’s museum, this centre can not assist to negotiate for lending 
this object. This weakness limits the curators’ choices, and in some cases, curators have to 
change their original presenting plan. Unfortunately, transnational co-operation is obstructed 
by the inter-co-operation firstly. 
Undoubtedly, a successful transnational co-operation can provide more opportunities to 
cultural exchanges. In the example of Drents museum, as the great success caused by the 
Terracotta Warriors exhibition in 2008, this city built a good working relationship with 
Shaanxi Cultural Heritage Promotion Centre. In the year of 2011, this museum made another 
transnational exhibition about Chinese culture. Based on the happy experience from the last 
co-operation, about 120 objects came from 14 museums in Shaanxi province were exhibited 
in this new exhibition. This co-operation is more complex than the last Terracotta Warriors 
exhibition in Drents. Firstly, besides the co-operation between China and the Netherlands, this 
exhibition also exhibited in Belgium, from May to October, 2012. Secondly, as the theme of 
this exhibition was about another great unified Chinese dynasty, Tang, there were a range of 
Chinese porcelain objects to be presented in this exhibition. From this case, we can know that 
a successful transnational exhibition can provide more resources to a museum, more co-
operation opportunities, more antiquities choices and even more attention. Only based on the 
first successful co-operation, the second exhibition borrowed objects from 14 museums, and 
most of them were porcelain objects which can be easily damaged in long distance 
transportation. I have discussed that making a transnational exhibition was also a process of 
creating trust in Chapter 4. It is manifest that the second exhibition was based on the trust, 
impression and experience from last co-operation. In the case of the British Museum, after the 
Terracotta Army exhibition, a number of porcelain objects from the collections of British 
Museum will be exhibited in the National Museum of China, in the summer of 2012. In China, 
rare museums exhibit other countries objects, and most of these objects were collected in the 
Forbidden City by emperors before 1900s. Recently, in order to encourage people to entre 
museums, most Chinese public museums are free to visit, that includes these temporary 
exhibitions from other countries.  
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In this process of co-operation, these loan departments only have responsibility to the 
preparation, arrangement and the removement periods. Normally, these institutions do not 
attend to other activities in the display period, so that they can give the exhibiting museum a 
high power for display these antiquities in this time.  
For visitors, the museum provides them a link between local and global and proposes an order 
for the things in their world. As National Museum of Ethnology is a world ethnographic 
museum, it is always showing the global culture to its visitors. In other museums, especially 
local cultural museums or art museums in the third world countries, transnational exhibitions 
really provide visitors or residents a link between local and global. In China, every province 
has its own museums, but these museums do not have objects which are from other culture, 
ever other Chinese sub-cultures which do not belonged to this province. Even in the national 
museums, such as Chinese National Museum and the Palace Museum, their main exhibitions 
only focus on Chinese culture and only a small part of foreign objects are from the gifts of 
diplomacy. For my own experience, the only way to watch western objects such as oil 
paintings from famous painters is to visit the transnational exhibition from European 
museums. Although Chinese museums do not have permanent exhibitions about other 
cultures, they would like to make temporary transnational exhibitions. So I have seen the 
authentic paintings of Leonardo di ser Piero da Vinci when I was in secondary school, and 
have seen the paintings of Van Gogh before I came to the Netherlands. Probably, the 
transnational travelling exhibition is the only way to the people in the third countries world to 
see other cultures in their own countries. In this situation, it is interesting that the local 
museums, even local museums in the third world countries, use their view to present world to 
their visitors. 
B. Interpreting and restructuring culture 
Museums use real things as their main method of communication (Swain, 2007: 210). 
Exhibition makers use objects to interpret certain culture. In an exhibition, a museum or its 
curator constructs a space to show the culture or the spirit of this exhibition. In a transnational 
exhibition, the interpretation between material and culture is a challenge. As this is a 
temporary exhibition, and normally, this kind of exhibitions is displayed in a temporary area 
of exhibition museums, the design of exhibition and arrangement of these objects are both 
limited by the condition of temporary space and the time of preparation. Moreover, as these 
objects do not belong to this museum, the curators have less ways to contact these objects 
before. Although they can see these objects by images and a large number of books, the lack 
of real contact also will limit the interpretation in the exhibition. For example, at the Museum 
of Terracotta Warriors and Horses of Qinshihuang, visitors see the Terracotta Army in these 
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three pits, that context can present the great of these antiquities well. And in the exhibition 
hall, this museum also exhibits some famous postures’ Terracotta Warriors. As the curators at 
this museum have much experience on the research and display of Terracotta Warriors, they 
know which kinds of Terracotta Warriors are classical in aesthetics and skills. In most of the 
transnational exhibitions or other travelling exhibitions between Shaanxi and other Chinese 
provinces, the Terracotta Warriors were standing in a constructed mausoleum environment. 
Sometimes, they were in the glass display cases. Exhibition markers (not only curators but 
also the whole designing team) created a context to simulate the environment of Terracotta 
Army. As they can not to construct the situation of Terracotta Army in the pit, they 
restructured the environment of Terracotta Warriors in the mausoleum to point out the feature 
that this army was the underground army of Qinshihuang. It is well known that the Terracotta 
Army is Qinshihuang’s underground army which is in his mausoleum. In the travelling 
exhibitions, the numbers of Terracotta Warriors can not reach the level as “army”, so the 
exhibition markers changed to focus on “mausoleum” in order to assist visitors to entre the 
culture which the exhibition presented. In exhibition of National Museum of Ethnology’s, the 
curator used the backdrop to tell people the real environment of this Terracotta Warriors.  
In the case of National Museum of Ethnology, this temporary exhibition shares same show 
room with the Chinese permanent gallery. This display way has its advantages as well as 
disadvantages in interpreting culture. The strong point is that exhibition makers use this 
comparison to show visitors different forms of the Chinese culture. Especially, there also are 
works of calligraphies in the permanent gallery which was shown in the same room with the 
inscription of Yishan. By comparing these works with the Yishan inscription in Qin dynasty, 
visitors can know the change of Chinese words in these almost 2,000 years. But the 
disadvantage of this kind of presentation is still absolute. Firstly, the areas of these two kinds 
of exhibitions are unclear. These Terracotta Warriors are around by three sides of permanent 
Chinese objects which were made after two thousand years of the Terracotta Warriors. By the 
designing of lightings and backdrop, this exhibition attempted to create a space and time 
which is in China and before century two hundred years ago. But these permanent objects 
disturb the environment of Qinshihuang’s mausoleum which is constructed by the curator.  
In transnational exhibitions, curators are short of the researching experience which can help 
them construct a certain culture. Fortunately, the curator of National Museum of Ethnology 
has a Chinese study background, although his research area is not the Qin dynasty, he also has 
knowledge about this period. Moreover, he knows what the western visitors want to see in 
Chinese culture. In other transnational exhibitions, however, not all the museums have a 
Chinese gallery or have a good relationship with a university which has great resource about 
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Chinese culture. In this situation, the construction of this exhibition depends on the 
information from Chinese institutions and their experience.   
In some exhibitions, the museums only display the objects but not spending more time in 
presenting the culture which is relevant to the objects. While in new theory of museum 
display, the exhibition constructs a “contact zone” rather than simple display places for this 
kind of culture and its visitors (Clifford, 1997). This contact can present for contacting 
histories as well as others. “It is not possible to exhibit objects without putting a construction 
upon them.”(Baxandall, 1991: 34) So the exhibition view is not only a view of objects, but a 
view about the culture these objects come from (Baxandall, 1991: 34). In transnational 
exhibitions, this contact zone of other culture is not constructed by the people from who are 
from this culture but by the people from visitors’ culture. In my research, I call this process 
“restructure”. Firstly, according to the interesting of visitors, the museum determines the 
theme of this transnational exhibition. And secondly, the museum chooses the objects which 
it desires to show to their visitors or visitors will have interesting to know. For example, at 
Tropen museum, Amsterdam, there has been an exhibition about Chinese traditional 
philosophy “Qi” in the early of 2012.  Actually, in China, less people have knowledge about 
“Qi” and less people learn Chinese Kungfu. Another typical example is from the National 
Museum of Ethnology, in its activities, the museum invited people to play dragon and lion 
dance. This performance is a traditional dance in South China. There are rare performances in 
the hometown of Terracotta Warriors. In addition, the background music in the Terracotta 
Warriors exhibition of National Museum of Ethnology is a traditional Chinese music which is 
performed by traditional Chinese instruments. Actually, it presents a very sad sentiment in 
Chinese context, however, the exhibition makers think it is a Chinese music, and it must 
match to the objects which are shown in this exhibition. As these are typical Chinese culture 
in the perspective of western people, the museums show it in their exhibitions or in their 
activities. For Chinese, this Chinese culture is a restructured Chinese culture by others. For 
me, a Chinese student studying anthropology and museology in the Netherlands, I can 
understand this “restructure”. It is like the Chinese food in overseas Chinese restaurants, more 
or less, the food would be adjusted for local taste or the taste of food would be limit by local 
material. No matter how it is changed, it is Chinese food. Similarly, I concede that all the 
exhibitions above showing real traditional Chinese culture, but the only problem is that this 
culture is not a mainstream Chinese culture now. However, I expect that museums can show 
modern society as well as history. 
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C. An ethnographical museum of the world and for the world 
In the article “How Misleading Does an Ethnographical Museum Have to Be?”, the 
author ,Kenneth Hudson, writes that he tried to discover the real pioneer museum in the world. 
And he found thirty-seven museums but none of them was ethnographical museum, although 
some ethnographical museums had made great contribution to reflect human culture. 
Nowadays, most ethnographical museums continue to present the “traditional culture” rather 
than presenting the “developing ” of these countries (Hudson, 1991: 457-458). That is also the 
discovery what I found in my research.  There are no Chinese contemporary art in the Chinese 
permanent gallery of National Museum of Ethnology. Although there are a certain number of 
Chinese contemporary objects presented, all of them present the traditional Chinese culture. 
Fortunately, National Museum of Ethnology has generally changed its direction. In the 
exhibition of East Asian, this museum uses a film about people’s modern life to compare the 
old pictures or films which were taken or filmed in same places several decades ago. When I 
visited the Louvre Museum, I found that there was less visitors in the Oceania culture 
exhibition, where mainly shows the ethnographical objects from Oceania indigenous groups. 
Although the technology such as touch screens is used to show films and images to increase 
the interest of this exhibition, its objects are still less attractive than the famous paintings and 
sculptures. What is the future of ethnographical museums or ethnographical exhibition is 
worth considering. And it is early to say whether making transnational exhibitions is a new 
way for ethnographical museums. 
 From my perspective, a qualified ethnographical museum needs to present the world to its 
visitors firstly. It contains intangible culture as well as material culture, and also needs to 
contain both the traditional ages and modern ages. In addition, an ethnographical museum is a 
museum for the world, which has responsibility of sharing their objects to other museums. In 
that situation, transnational exhibition can insist museums achieve their mission of “for the 
world”. 
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Conclusion 
Making co-operation in transnational exhibitions is an issue which contains a lot of aspects. In 
this process, museums, objects, museum staff and visitors are all significant factors. The 
backgrounds of lending museum(s) and exhibiting museum(s), the experience of exhibition 
makers, the cultural background of target visitors, and the policy of loan antiquities, all of 
these play important roles in the co-operation of transnational exhibitions. Moreover, the 
applying of technology makes a great contribution to transnational exhibitions. In the 
preparation period, these institutions contact each other and negotiate for the exhibition by 
email and telephone. In the presentation, the multi-media technology such as video, lighting 
and music also takes part in this co-operation. Last but not least, trust and respect also are 
important factors in a good relationship in co-operation. 
During my research, I find that less researchers focus on the transnational exhibition. The 
cross-culture exhibition research is about indigenous culture or colonies collection rather than 
focusing on travelling exhibitions. However, it is manifest that some theories of museology 
and anthropology also can be used in transnational exhibition, such as “Museum as contact 
zones” (Clifford, 1997), “museum as ritual places” (Duncan, 1995), and other theories on 
exhibiting culture.  
My research theme is co-operation in transnational exhibition. I define this co-operation in 
two dimensions: collaboration of the process of this loan exhibition and collaboration of 
presenting. Firstly, I pay attention to the co-operation between National Museum of 
Ethnology and Chinese institutions, including that in this co-operation how museums 
negotiate for this exhibition, how museums prepare a transnational exhibition. In China, there 
is a law and some regulations to regulate lending antiquities. All the applications must be 
assessed by the government. Almost every province has a cultural heritage promotion centre 
to respond affairs about lending antiquities. In these centres, there are professional members 
in charge of details. It can be seen that Chinese government would like to show Chinese 
objects to the world. In this case, however, there were still some problems which obstructed 
this process. Although these problems were resolved by negotiation in the process of this co-
operation, I try to find out why these problems could appear under the detailed contract and 
regulations. Before I researched deeply in this case, I thought the main problem of this 
transnational exhibition would be cultural difference. When I did the work about this 
transnational exhibition, I recognized it was hard to blame all problems to “cultural 
difference”. I concede that different cultural backgrounds may cause different modes of 
thinking, which may cause problems in the co-operation. In my field work, however, I found 
out much problems were caused by the thought of “we are different”. Before this exhibition, 
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this thought was more or less in the mind of the staff from National Museum of Ethnology 
and Chinese institutions. As both parts of this co-operation are working in culture, more or 
less, they would amplify the effect caused by their differences, such as language, policy, and 
administrational system. In this situation, trust and respect are curial important in this 
transnational and cross-cultural co-operation. Because of enough trust which produced by the 
assessment of National Museum of Ethnology, Chinese institutions agree to lend antiquities to 
this museum. Because of trust, National Museum of Ethnology designed this exhibition 
before they saw the original objects.  
In addition, I focus my research on exhibiting culture. In my view, it is also a way of co-
operation. That is the co-operation between museum(s) or exhibition makers and objects or 
culture. After borrowing objects from other museums or institutions, curators or exhibition 
makers construct this exhibition by designing exhibition and other activities. Because of the 
different target visitors and different exhibition makers, the same theme exhibitions can be 
presented differently. Absolutely, visitors are also an important part in this co-operation.   
By a transnational exhibition, a museum can supply a gap of its collection, exhibit much more 
diverse culture and contact more exhibiting ideas from its cooperators. A successful 
transnational exhibition not only can attract more visitors and reputation to a museum, but 
also will provide more resource for the future exhibitions. Nowadays, traditional ethnological 
museums are trying to find their future, and the transnational exhibition is one of these new 
attempts. A museum is of the world, which presents the world to public. And at the same time, 
a museum is also for the world, which lends its objects for presenting to a wider public.  
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Appendix 
Interview questions 
For Chinese visitors 
1. Have you seen Terracotta exhibition in China? Have you seen Terracotta exhibition in 
other countries? What is the Difference from this exhibition? 
2. What do you think about this Terracotta exhibition at National Museum of Ethnology? 
3. Have you seen other Chinese exhibition in other countries? 
What is your feeling when you saw Chinese artefacts aboard? (Travelling exhibition or 
permanent exhibition) 
4. In your opinion, what is the difference between exhibition in China and other countries? 
(Chinese museum or Dutch/other museum) from artefacts, exhibitions way, introduction/ 
activities  
5. Have you seen/ taken part in the Chinese workshop activities?  
6.In your opinion, what is the most famous Chinese Culture? or what can present Chinese 
Culture in world? 
For Dutch people 
1. Have you been to China? (or seen Terracotta exhibition before)  whether know well about 
Chinese culture before?  
2. Do you visit this museum only for this exhibition? How did you know the information 
about this exhibition? Your opinion on this exhibition 
3. Do you know the story of Qinshihuang or Terracotta figures before?  Whether this 
exhibition is clear enough to introduce it? Did you notice the souvenirs of this exhibition?  Do 
you want to buy something after this exhibition or do you need some much more detailed 
information (DVD or books)? 
4. Do you know the activities of Chinese workshop at this museum? 
Have you taken part in it? Feeling… 
 68 
 
The catalog of Terracotta Warriors exhibition of National Museum of Ethnology 
1. Kneeling Warrior, Qin period, 3
rd
 century BC, Pottery, Height 120cm 
From:Emperor Qin Shihuang’s Terracotta Army Museum 
2. High-ranking General with armour, Qin period, 3
rd
 century BC, Pottery, Height 196cm, 
From:Emperor Qin Shihuang’s Terracotta Army Museum 
3. Warrior with armour, Qin Period, 3
rd
 century BC, Pottery, Height 185cm 
From: Emperor Qin Shihuang’s Terracotta Army Museum 
4. Stone figure , Spring and Autumn Period, 8
th
 -5
th
 century BC, Stone, Length 21.8cm-
22.8cm, Width 6.8cm -7cm, Thickness 3.6cm-4.8cm 
From: Emperor Qin Shihuang’s Terracotta Army Museum 
5. Tile-end with Deer shaped Pattern, Warring States Period, 5
th
 -3
rd
 century BC, Pottery , 
Diameter 14.5cm, Tile’s edge width 1cm, Over thickness 2.6cm 
From:Emperor Qin Shihuang’s Terracotta Army Museum 
6. Bronze bell, Qin period, 3
rd
 century BC, Bronze, Overall height 27cm, Diameter 4.12cm, 
Emperor Qin Shihuang’s Terracotta Army Museum 
7. Bronze Crossbow,Qin period, 3
rd
 century BC,Bronze,Overall Length 16cm 
From: Emperor Qin Shihuang’s Terracotta Army Museum 
8. Bronze Spear ,Warring states period, 5
th
 -3
rd
 century BC,Bronze ,Overall length 19.3cm, 
Width 3.2cm 
From: Emperor Qin Shihuang’s Terracotta Army Museum 
9. Bronze Arrowhead, Bronze, Qin period, 3
rd
 century BC,Length 12.5cm -17.9cm 
From: Emperor Qin Shihuang’s Terracotta Army Museum 
10. Shackle, Qin period, 3
rd
 century BC, Iron, Length 17cm, Width 15cm 
From: Emperor Qin Shihuang’s Terracotta Army Museum 
11. Garlic pot, Qin period, 3
rd
 century BC, Bronze, Top mouth diameter 6.5cm, Diameter of 
belly 20.5cm 
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From: Shaanxi Provincial Institute of Archaeology 
12. Quadrel, Qin Period, 3
rd
 century BC, Pottery, Length of a side 38cm 
From: Shaanxi Provincial Institute of Archaeology 
13. Incomplete plate tile ,Qin period, 3
rd
 century BC, Pottery, Incomplete length 25cm,  
From: Emperor Qin Shihuang’s Terracotta Army Museum 
14. Iron plow, Qin period, 3
rd
 century BC, Iron, Incomplete length 30.7cm, Width 25.5cm, 
Thickness 7.5cm,  
From:Emperor Qin Shihuang’s Terracotta Army Museum 
15. Bronze tri-pot with lid, Warring states period, 5
th
 -3
rd
 century BC, Bronze, Incomplete 
length 22.4cm, Mouth diameter 23.3cm,  
From: Dan Feng Museum 
16. Rubbing of “Yi Shan” Stele, Reproduction , Paper 155cm x 162cm 
From: Xi’an Stone Table Museum 
17-1 Model of making figure process, Reproduction, Glass reinforced plastic  
Approximate length 267cm, Width 28cm, Height 34cm 
From: Shaanxi Cultural Heritage Promotion Center 
17-2 Model of making horses process, Reproduction, Glass reinforced plastic  
Approximate length 267cm, Width 24cm, Height 38cm 
From: Shaanxi Cultural Heritage Promotion Centre 
 
